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CTCOHIIIG yBBRTfiniTl- TgB TRUE STORY ABOUT TKE VERSIQg YOU LL HBYER BKE 


The opening shot of ISCOUniG FBE3HUAB is s close up of a oat- read Into that what you will We start right away with main 
character Jane UcAllister narrating a letter she's written to her new roommate Vivian, Jane'e coming to college from Sweet Briar, a 
nowheretown eighty miles west of campus, and it’s clear she's never been to the big city before She likes books about dogs, was the 
assistant literary editor of her high school paper, and has a boyfriend named Steve whom she's never gone all the way with but 
who has promised to stay true to her while she's away at college. She cries before getting on the bus and is equal parts excited 
and Beared. She's the type of girl that men love to imagine exists an untouched country girl who's beautiful but na’iVe, guileless 
and curious 

Vivian, however, is the kind of girl every man wants to meet Vou get the feeling when she got to college she never looked back, and 
she's in bed with a guy when Jane shows up — Jane's first life lesson. When Jane runs away in embarrassment Viv catches up to her 
outside and gently calms her by falsely claiming the guy wanted to apologise but was too ashamed, which embarrasses Jane and puts 
her on the d^ensiva 

If Jane wants to learn about men, she got the right roommate Viv has dozens of men calling her (a cutaway to a list of missed 
calls shows the first names of famous film directors, an in Jokey detail that embarrasses the filmmakers today) but she refuses to 
commit to any one in particular, which bewilders the traditionally minded Jana 

This traditional lam is why, initially, Jane doesn't want to learn about men. She's got Steve back home and he's all she needs. But 
when Steve doesn't call the first night as promised, Jane calls her best friend Cindy to find out why and discovers that Steve has 
already moved on — and Is spending the night at Cindy's housa This breaks her heart but leaves her unattached, which is a perfect 
place to be in to be taken under the wing of more experienced girls. 

Despite their contrasting personalities, Viv and Jane become friends, with the more worldly brunette teaching the blonde country 
girl how to he a woman. Her first formal lesson to Jane is about how it’s okay to date outside your boyfriend, which Jana 
instinctively rejecta Christy, a butchy and bossy feminist, tries to convince Jane of the worthlessness of men, but Jane doesn't fall 
for this either. For most of the movia Jane finds herself pushing back against the attitudes and behavior of her peera leaving 
her isolated and confused. 

Running parallel to Jane'e story is the plight of Randy, another virginal freshman whose nerdishneee sometimes seems to channel 
Woody Allen. He's trying to score with Jane but is continually frustrated by her unwillingness to hook up with him, despite the 
fact that ehe admits to liking him. On the advice of some friends who olaim that girls always put out at the drive in, he takes her 
to one (the titles of the fictitious movies in the double featura NIGHT CALL NUNS and HOT CROSS NUNS, parody the type of movie 
INCOMIHG F31ESHMAN was trying not to be), only to have her ruin the night by spilling hot buttered popcorn on the front of his 
panta 

This isn't the only spill he endurea In the film's most suggestive and iconic scene, the sexually stymied Randy inadvertently 
squirts a tube of toothpaste down the front of his shirt while fantasizing atout a girl in a tube top he'd seen earlier that day. 

Host of the film is dedicated to showing the true to life experiences of freshmen year at coUega and trying to find observational 
humor in the everyday. There's a surprisingly accurate montage of teachers (Glenn Uorgan, one of the film's creatora plays a 
poli'tioal science professor similar to the one Ben Stein would later play in FERRIS BDELLER'S DAY OFF), who range from the 
painfully dry to the mildly pervy, end a sequence where Jane is invited to Join a sorority and wanders around the room at the 
orientation party looking like a dear in headllghta But rather than portray the sorority girls as stereotypical airheads, the 
scene stresses the realism of Jane's immersion into a new experience and her unfamlllarlty with their cosmopolitan interests and 
more urban, outgoing personalities. 

Similarly atypical of the sex comedy genre is the scene where she and Randy go to a disco and she admits she's interested in him 
but not ready to have sex. She's clearly out of step with everyone around her, but the movie holds back from criticizing her for 
it. Instead, it's followed by a series of scenes where Vivian and Christy try to cure Jane of her "repression" by doing things like 
taking her to a (very TO’s) feminist group meeting, where Jane is encouraged to lecture an empty chair as though she were talking 
to herself in it 

Ultimately Jane blossoms not 'beoauae of Vivian or Christy but 'by running away from them. After Viv convinces Jane to ditch Randy 
after a football game, the two girls go to a party at a chalet deep in the mountains, where Jane is hit on by a succession of 
increasingly grot^ue men. Finally she can't take it anymore and flees into the woods in an attempt to shake off the sexuallzed 
college culture that makes her so uncomfortable. Upon reaching a 'backroad, she's picked up by a man on a motorcycle whose face we 
never see and whose voice we never hear. The two of them make love all night in front of a fireplace, and the movie ends with the 
now literated Jane confident in her sexuality, represented by a cloeing montage of scenes of her fooling around with different men 
and her voiceover narrating a letter home explaining how she's grown. 

What's interesting about INCOUING FRESHMEN is how innocent it all is, given the subject matter. There are no cheap attempts at 
humor at the expense of the characters’ dignity or inconsistent, out — of — character 'behavior done for an easy laugh. Viv explains 
to Jane how to flirt with professors, but is never shown sleeping with any of them. There's no actual sex, and barely any nudity, 
in part because the filmmakers found it difficult to get women in conservative Knoxville to doff their tops for them. And yet for 
the most part the movie worka 

Its sensitivity to Jane is somewhat surprising, considering the fact that it was written and directed by two young men who had Just 
graduated college. Co writers, directors, cinematographers and producers Eric Lewald and Glenn Morgan had been friends since their 
own freshman year in the film program at the University of Tennessee. Uorgan remembers, "When we graduated from film school (we 


actually got film degrees without a filn school) we looked at each other and said 'what next?' Our first thought was to make a 
short film, hut we knew we could never raise or realise any money from It. So we thought about doing something more finanoially 
realistic (os opposed to applying for grants for short flliw), Ve also knew we didn't have the skills, experience, or resources to 
make a 'good' film, even if we had a good idea. So why not out our teeth on a fun project that we could learn from, hOfefuUy make 
some money on, then work our way toward making the higher quality films we aspired ta But never did we think we were slumming 
or look down on what we were doing." They found ten friends to loan them money and planned to ahoot It in the fall after 
graduation. They had an overall concept of the movie and the characters, and had written a few scenes when they cast, but wrote 
the reet and fleshed it out after casting The total amount they raised: $25,000. Lewald adds, "In 1975 we saw no posaible market for 
a purely serious indie/art film. $25,000 was a lot of money for us and our friends and f amily , so having a chance of getting it 
bock was a top priority." 

In a local television interview not long after filming wrapped, Lewald and Morgan admitted their research for INCOMING PEESHliEH 
consisted of watching "fifteen or twenty" drive in moviea The sex comedy genre was chosen because it was cheap, easy, and "the 
lowest common denominator [of movies are;. ..the R rated drive in market" "The main film I remember," Morgan says today, "was 
POM — FOU QIRI£ with Robert Carradine-We thought it had good characters, I believe, and it did good business, so 'that’s one we 
probably held up as an example of what we could do. It was also just barely R rated; in fact it was re released a year or so later 
with just minor cuts and a FG rating... But we certeinly liked other cheapo films that we aspired to-HOLLYVOOB BLVB was certainly 
inspirational— the idea that you could be funny and ridiculous and commercial and cheap all at the same time, and not sell your 
soul We were very enamored of that sort of film coming out of Gorman’s studio DEATH RACE 2000 too But we thought a sex comedy 
with college etudents was the kind of thing we actually had the resources to do." Lewald's reminiscence ie more matter of fact "Uy 
memory is that there was no one movie we liked — just a scene here and there Our plan was to make a story we liked/felt that had 
the elements neoeasary— sex, nudity, comedy— to get it sold. We were young and naivs enough to think we could hank on saleable 
elements amid a more serious film." Morgan continues, "If we were kids today, we’d buy a video camera and Final Cut Fro and make 
some kind of movie we could put on the Internet and try to get some at'tention for what we could do. Back then, shooting 16mm was a 
very expensive proposition" 

When the six week shoot was over, Lewald and Morgan premiered a rough cut of the finished film at a pizneria in Knoxville and 
then shopped the film around under the rubric of their company, El Test Films Lewald stated before it got distribution "that It 
had been "accused of being too subtle or maybe not goofy or wild or crazy enough." One thing that particularly seemed to trouble 
distributors was the ambiguous ending with Jane and the mysterious motorcyclist who deflowers her, but Morgan doesn't see it as 
problematic, 

"The motorcycle rider is pure deus ex machina. Jane wants desperately to not be a virgin anymore, but she' s too self conscious/hung 
up/whatever to actually bring herself to sleep with Randy or any other real guy. The bike rider allows her to have her own 
fan'tasy and move forward. Wl'l^ one fell swoop, her problem is solved and she's now willing "to be sexual with all the other men 
around, as well. 

"And while it abeolutely was a male fantasy (all girls, even reticent ones, want to have sex), it was also a tried and true female 
fan'tasy; mystery man sweeps her off her feet, off Into anonymous bliss, with no awkwardness or responsibilities or repercussions in 
the morning." 

Obscure or not, it was totally in keeping with 'the "theme — if not the realistic tone — of "the rest of the film, which wasn't too 
dissimilar from others at the time, and nowhere near as shocking as the end of Cannon's THE LAST AMERICAN '\nR0IN six years later. 

"I think the basic arc was the very first thing we came up with, baaed simply on a lot of other exploitation films we'd seen, and 
the expeota'tions of the genre It's a fairly 'basio fantasy, I t hink, the idea that a 'plain Jane,' no matter how virtuous, virginal, 
Christian, unwilling or Inexperienced, can come to fulfill your sexual fantasy by the end, and be willing to put out. Just the idea 
that any and all girls will come around eventually. It’s what we (men in the audience) like to think anyway, There’s also a 
(twisted?) feminist angle (which we were tctally behind), that Jane has gone from the sheltered, demure girl, under the thumb of her 
hometown boyfriend and her own unrealistic ideas of love and romance, to a young woman who has discovered her sexuality and 
enjoys it cm her own terma" 

One idea that today's more conservative modem audienoee may have trouble accepting is a female character who's 'liberated' "by 
sleeping around, and Morgan disputes this reaction. 

"She’s in no way a ain't She’s discovered her 'true self and is enjoying her new found freedom (from her own hangups). We saw her 
not at all as a 'victim, but as liberated from her prudish upbringing, which bad really not served her well at all. She was pretty 
miserable and confused. I don't "t hink ehe's quite another Viv. He like to think of her as a little less cynical and more self aware 
than Viv by the end. Our fantasy of her, I guess. Someone you’ d enjoy sleeping with (or romance), but not just a hot babe or sexual 
object that more describes Viv." Lewald continues, "Those are precisely the mix of motivations we had In mind for Jane. And it is odd 
to think that 1976 was a liberating time pre AIDS, pre 50£ Illegitimacy rate, pre a!»tlnence ringa My only adjustment would be 
that Jane now feels confident around the other guys, whether she ever decides to have sex wi'th them or not — definitely a bit of 
personal growth." 

As out of left field oe they eeem to be upon first viewing, the closing scenes work. It's the one sequence In the movie where its 
creators' ambitions outpace their B — movie Intan'tlons, and it elevates the film around it without "being preten'tioua. 

"Ve definitely hope you’ll laugh with her at the end," Morgan states, and "certainly not at her. If you laugh at her, I think we've 
really failed. Interesting to think how differently that might play "to today’s audience from the one 50 years ago te wanted it to 
be a happy ending for everyone involved: Jane, Handy, and the homy guys in the audience." 


Randy's happy ending Involves him going home with the girl In the tube 'top that he's lusted after all along. 


"For [J&nel to end up witb Randy vrould simply be a 'cop out' romantic comedy ending, and vouldn't serve the genre at all So we 
took care of him with the tube top girl (another total fantasy character) — nho'd worry a'bout Jana anymore if she came and swept 
you off your f»t?" Morgan aska "Intereetlngly, we got a fair amount of praise (from our own peer group) for our writing and 
portrayal of Jane and the other female charaotara Moat people found her really 'believable, which was our biggest goal" 

Lewald and Morgan showed their rough cut around, but couldn't find any buyera The lack of nudity and the fact 'that it was shot 
on 16mm were contributing factors to its rejection, as well as the filmmakers' naivete about the film market But eventually "they 
did get an audience with The Cannon Group in New York. Morgan states, "Ve had no fucking clua They were interested. Our first and 
only 'business research' was a trip to Atlanta where we met with some local cheapo sub dis'tribu'tora Slimy guys who'd he selling 
used cars if 'they somehow hadn't stiuohled into 'show business' along the way. 1 think they were the guys who handled Corman films 
in the Southeest When we told ' em what we were planning 'to do they said we should talk to Cannon. X bIho remember 'them asking if 
we were going to have any 'fisticuffs' in the film. We said 'Oh, sure!' which led to a bit of a fight scene outside the chalet in the 
big final party scene. 'Cause we thought we needed it" 

This 'bad advice led to their initial meeting with Cannon; "We stupidly (at their urging) took a very, very rough out of some scenes 
we'd cut and never even screened together to show them in NYC. They wanted to eee it before anyone else did, and we were too dumb 
'to know it wasn't ready for anyone to sea In the screening room with the guy (his name was Tom Berman, I t hink [Berman ended up 
taking an "Executive in Charge of Production" credit on 'the finished film), we realized how slow and awful it was and what a big 
mistake we'd mada But we learned a lot, and were happy we hadn't blown it with anyone elsa But he told us he liked the title and 
the tube top fantasy scene, and to k^p him in mind if we couldn't sell it elsewhera Which led us to call him a year later after 
exhausting other avenues after we finished the film." 

Lewald and Morgan were living in Los Angeles at this point, and the loan they'd taken out to complete the picture had come due, so 
Gannon was their only option. 

"When we oume to Hollywood with the film. ..in workprint form, we were referred to an entertainment lawyer. I actually see him in 
retrospect as the guy who screwed us the most, 'cause he was supposed to be on our aide He didn't sell us out, but we realized a few 
months la'ter, after seeing how much money and effort they spent to finish "the f ilm, they would have just as happily given us 
$30,000 instead of $0,000, which is what we 'told our lawyer we had to hava We could have made that deal! If we had gotten $30,000, 
we would have been in profit the day we sold it! We heard later they spent $150,000 to finish it Cannon did what they were 
supposed to: they got the "best deal they could on our film. They didn’t lie to us up ficnt or mlsraprasent anything. We knew they 
were our only possibility. We were just surpr i sed that they bought the film, then threw so much of it away. A year or two after 
our film came out, I read an article in the LA Times abou'i how most of the people who made or backed ALIEN, which was released 
the same month as our movie, hadn't seen a nickel of what they were supposed to get out of that movia So I didn't feel like we 
Wei'S screwed or any more stupid than anyone elsa" 

Lewald is less forgiving toward Cannon, which at that time was undergoing a change of ownership from Dennis Friedland end Chris 
Dewey to cousins Menahem Golan and Yoram Globus; "They were all shameless, slick criminals -before and after the sale to Golan and 
Olobua You could writs a book based on the dozens of small filmmakers they defrauded. That said, they got our movie international 
theatrical release, so no compialnta They weren’t nasty to deal with, they Just lied end stole our money." 

But lying and stealing wasn't really all they did. Cannon had basically bought the film for its title end toothpaste sequence and 
treated the rest like filler. Pew mo'vies given a theatrical release have ever suffered as badly at a distributor’s handa 

It's true the original version Is rough, at least in its workprint form, which is as fax os it ever got Intimate scenes with two to 
three characters work batter than ones with more complicated blocking. The sorority and feminist meetings especially needed to 
fine tuned to be releasable. And a subplot involving a character named Earl is underdeveloped to the p^t of 'being confusing. "Ve 
loved Earl dearly, but that’s one of those things we didn’t have the skill or understanding to pull him off right He made a lot 
more sense in our heads than he did 'to anyone else who saw the movie," Morgan admits Nevertheless, what Cannon did to it was more 
a carpet bombing than a fine tuning. 

Cannon hired Francis A Romero to shoot new scenes in New York. They gave him three days. Romero had done similar work for Cannon 
on their 1976 film THE YDM YUM GIRLS, another independent production the distributor bought and altered before releaea 

Lewald and Morgan weren't there for the additional shooting, but were optimistic until they eaw it. In a fall 1978 interview, after 
the sale to Cannon but 'before seeing the final cut, Morgan stated he felt 'that "fortunately, the people who've picked it up, they 
seem to really appreciate it for what it is and only want to polish it a little bit, which they can do much better than we can." 
Wien they finally want to New York to see the finished version, it proved to be a disaster. Morgan said later that seeing the 
finished cut was single meet horrible experience" he had in the whole process of making the film. Nevertheless, the co- 
directors put on their game face for the local media. "They made some changes, some of which are pretty considerable," Morgan told 
an interviewer just before the premiera "We're not as pleased with it from a creative standpoint" He also admitted it was a ‘fairly 
different movie than what we originally made," 

So how bad is the Cannon version of INCOMING FRESHMEN? Indefensibly, almost indescribably bad. Gone is Jane’s innocent opening 
narration and its juxtaposition with 'Vivian having sex in their dorm room, setting up their characters; gone are most of their 
friends and incidental characters, illustrating humorous scenes of d aily college life; gone are the professors, and almost every 
scene where people discuss non sexual mat'ter^ gone are the sorority and feminist scenes; gone are the entire last twenty minu'tes, 
including the party, the motorcycle mystery man, and Jane's eventual li'beration. In terms of footage, about half of the movie is 
gone, leaving only the titillating or risque scenes that, robbed of their context, dishonor the directors' intentions 

But even 'this could be excused if the newly shot footage had been handled properly. As Morgan admits, "the raunch factor of this 
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kin d of movie vent way up In the 2 or 3 years between our summer of 'research' [ 1976 ; and our movie getting released ( Uay 1979 1 , 
which didn't help our ehenoea with dlatrihutora" But by any year's standards, what Cannon added was unforgivably terrible. 

The new ecenee are concentrated in four locations a classroom, a hallway, a girls' locker room, and, for the finale, the common area 
of the Beta Tau Tu frat house. All of them are cheaply set designed and lit, with the classroom set looking absolutely pathetic. The 
classroom scenes make up most of the new footage, and they alternate with the original Tennessee scenes despite having no connection 
to them. The "star" of these new scenes is the obese Professor Bilbo, played by a genuinely unattractive actor using the supposedly 
hilarious name Bll Culpepper. Bilho's storyline is right out of a sub — Russ Meyers nudle cutis circa 1962: while standing in front 
of his class, the repressed profeesor can’t stop imagining his female students (one of whom is Banhl Everson) naked, which drives him 
mad. These scenes — and the onee where he accidentally gete trapped in the girls' locker room and shower while girls come in to 
change around him - exist solely to show hare breasts in the cheapest manner poeslbla Bilbo has the exaggera'ted mannerisms of a 
silent film comedian but none of their grace, and speaks with the most condescending faux — Southern accent poesible, as though he 
were mocking the drive in customers who would be his audience. In fact, the Hew fork scenes are so crass and poorly dona that the 
traneitions between them and the Tennessee scenes are almost surreal 

Another example of the new version’s awful Hew York -centric cultural bigotry is its eyebrow raisingly racist character Booker T. 
Rahinowlta, a black Janitor who has lost his manual labor skills since converting •to Judaism. The Joke, of course, is that blacks are 
naturally good at menial work like mopping floors, while Jews are not. It's worth noting by way of comparison that the original 
version had a black character, too, whom the directors considered making one of the leads because he was such a funny, natural 
performer. Heedless to say, he was almost entirely cut out of the Cannon version. 

The film's new ending is perhaps the biggest "fuck you" that Cannon could have delivered 'to 'the fllmmakera Mary Moon, who starred 
as Jane under the stage name of Ashley Vaughn, had 'been flown up to Hew York for the Romero scenes, but Leslie Blalock, who 
played Vlv, tragically dteii in a car accident 'before the reshoot. Moon's new scenes take place at the frat house paity that she and 
Vlv's stand- - in (whose face is never seen) attend, which replaces the original version's chalet party. For most of ths remaining time 
Moon wa'tches mutely as a group of overage extras act drunk and "party" 'to the live 
band (Louisiana singer Roger Bartlett, whose song "Fool for a Blonde" was playing 
when the kids picked up the Hitchhiker in TEE TEXAS CHAIHSAW MASSACRE), which gets 
to play three full songs. At some point a naked woman Jumps out of a csks to 
celebrate the birthday of a cha r acter we've never met before, and a group of half 
naked girls try *10 cram into a phone 'booth. This wastes about ten minu'tes of screen 

Then Bilbo shows up and things get weird. The Frofessor declares 'that he's there to 
drink whisky, smoke pot and party he’e been liberated like Jane! and the girls 
start throwing themselves at him. Then the movie cuts to the 'band members, who axe 
suddenly— and inexplloably— wearing rubber goat maaka They launch into a song 
called "Do the Qoat" and the crowd stau'ta dancing wildly. Bilbo comes over 'to Jane 
and eite down next to her. After eyeing her for a minute he motions for her to 
follow him into the hack room. She considers this for a second, shrugs a "why the 
Hell not?" shrug, and follows him. Cut to black, and ugh. 

ISCOMIBO FRESRMAH was finally released in the spring of 1979, two and a half years 
after it was filmed and in the wake of ANIMAL HOUSE It premiered on April 22nd at 
the Twin Aire Drive-In in KnoxviUe with CHEERLEADERS' BEACH PARTY on the biU 
under it, but played around "the country on first run with 0A3 PUMP GIRLS which 
neither Morgan nor Lewald ever saw— and later with similar low budget fare like THE 
IHCREDIBLE UELTIHG MAH. Morgan's strong feelings for that typs of movie echo his 
for the Cannon version of INCOMIHQ FRESHMEN: "most of those films were a lot more 
like the release version of our film: made by hacks with contempt for the audience, 
featuring unappealing 26 year old actresses playing 18 year old co eds, their only 
appeal 'being that they're willing to take their tofs off. And main characters like 
Professor Bilbo— who on earth does he have any appeal to in "the world?" 

But even after it had exhausted the drive in circuit, INCOMING FRESHMAN had a long Ufa It played theatrically and on TV in 
Europe, and was widely distributed on video in the US on the MCA label It was still playing on late ni gh t cable in the early 
1990's, showing what good salesmen the Cannon cousins wera It's since appeared on a bootleg DVD set of "toga party" movies, despite 
the fact that no one in the movie ever wears a toga That doesn't matter much, though, since nothing and no one depicted on the 
original one — sheet is actually in the movie, either. 

Unsurprisingly, little of the proceeds from IHCOMIHG FRESHMEN'S showings and airings ever came the filmmakers' way. Beyond 'the 
initial eight thousand dollars they got for the sale to Cannon a r^rettably small sum Morgan now feels could have been tripled 
if they'd had proper legal advice at the time — Morgan and Lewald would each receive only one hundred dollars more, in 198L Their 
investors were similarly left to split eleven hundred dollars El Test's Investor report of July 26, 1931 states: 

"Our first return from Cannon represents 75^ of the $4300 taken in European rentals as of the first of the year. As our March, 

1931, report indicates, domestic rentals have not 'recouped' our distributor’s initial costs, and have therefore provided Hi — Test 
with no income Since the 'recoupable costs' do not apply to the first 140.000 of foreign rentals. Hi Test is eligible for an 
additional $24,375 immediately upon the collection of such rentals We have no idea, however, when or it such rentals are 
forthcoming. We remain hopeful 
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"Glenn and I are pleased to 'be able to return 


small an amount to those who put their faith in us and our project. Ve and 


our attorney will continue to do everything possible to ensure that every cent due our investors will reach them properly." 

This was the last money El — Test would ever get from Cannon. Distributors refusing to pay filamaiers until their inflated 
distribution ocsta have been recouped la a classic scam of the indie world, and one that oontinuee to this day. 

Throughout it all, Morgan and Lewald remained friends and business partners. They've co owned Fro Italia, a motorcycle dealership 
in Los Angeles, for over 22 years, along with another friend whom they met while making the movia And while they've both stayed 
steadily employed In the entertainment Industry in the years since, they didn't pursue the low budget, drive in route. "I gussa we 
both lost interest in the genre after working so tirelessly on IBCOIUEQ FRSSHUZE for a few years It was never our favorite kind 
of movie, but one we thought we could pull off. So I never saw PORKY'S or moat of the ones that followed," Morgan admite 

And though the experience was heartbreaking at the time, from a distance of thirty years it was worth it to Morgan. "What am I 
most proud of? It's the fact that we actually made a decent film with some funny stuff in it that played to real audiences and 
got laughs, ffe never did anything we were ashamed of in the whole process. We raised the money, we literally trained most of the 
crew and we finished it, palled it off and sold it. But here's the kicker that I didn't appreciate at the time: it was with what 
you'd have to describe as almost no resources at all. When I moved out here, I realized people making films like this had a DP from 
use, and whole crews of hungry film grada Mot to mention a zillion aspiring actors with background, training, etcetera. And 
everyone pulled favors everywhere. We had nothing but a college campus, ourselves, end two or three friends who heid made super -6 
f ilms or wanted to. ffe invited everyone who showed up— most of whom we didn't know— to come eind help. And the ones who llkei it 
and who found somathlng productive to do came back "the next day. After a week or so we had a pretty solid crew, but not the crew 
we thought we'd hava AxiA lliey all gladly did it all for free and got something out of the exparlenca A woman who was more 
Eric's friend, a grad student who helped us with some of the script, was there the night wa shot Vlv's first nude scene, with a 
bunch of college students standing around, and told us we treated the whole thing with great professionalism. We made tons of 
friends and no enemies, not even the people who put money into the movie and lost it. They were disappointed, but I don't know of 
anyone who felt like we screwed them over. That’s pretty rare. I’m still proud of that and I try to treat everyone I've worked 
with since with the same respect we treated all those random folks, even though the people I work with here get paid. I'm sure Eric 
feels the same way. Having IMCOMIMQ FRESHMEN on my resume never got me anything, but what I learned making it, both from a 
f ilmmaking and human standpoint, was worth more than I ever hoped for." 



By Grog Zlklora 

Recent Gripes about NYC and John Ford on Twitter 

I was boxing up a bunch of old magazines last night and found some Time Out New York's from 200S covering the smoking ban. Maybe 
it's because I haven't smoked in years, but it was a big deal when that changed in bare, it really spearheaded the wimp culture we 
have now, wimps/ tools now In bars, I assume real people are at homa Comments in the article were from angry smo k ers, who had balls 
and said they would resist it and smoking would come back, Well we know that smoking in bars didn't come back, but one point I 
like to make is that you can see in the writing that print media was more legitimate, rather than everything being based on the 
perception of a blog or webpage first (1 cringe at the thought of considering 2003 a glory year!) Back then you'd have thought 
that a web takeover of media would be good because it would be a free for all of expression, but you can see now that ell these 
blogs and sites are Just a more efficient way for every young civilian to adapt to the mainstream safe conformist template of 
reporting on their lives/ the human condition. What do I mean? For example, you go 'to a site like Brooklyn Vegan and all the 
articles are on SXSff, an event 2000 miles away. Brooklyn is not supposed to report on get togethers you should go to in Texas Free 
expression technology, implemented to serve the rich, centralized, corporate mold. Anyway, what the internet has done for most is 
fragment the experience of reality. Aside from everyone having access to a world online in their tedroom and hence not craving and 
longing for escapism only in the form of cinema, it also creates the filter and breakdown of the attention span, RJ and I have long 
discussed the notion that back in the day really smart people wanted to be directors, but now the smarter people are not going 
into movies, but into IT or e business, ate. And why not, based on what we mentioned abova Our heroes are John Ford, Kubrick, 
Hitchcock, Welles, we love their films and ultimately look to them as role models of personality, uncompromising and unyielding in 
their art. But would they be allowed to do so now, with directors not having really any power anymore in the studio system? 
Probably not And even if so, the breakdown of the process before even seeing the film, and commentary tracks, further dismantle 
the effort I like listening to commentaries, but they really take away from the fantasy and it's really nobody's business how a 
film was mada If you've seen the film for years and then hear the commentary, okay, but it shouldn't be a given. Imagine, these 
days John Ford would have to tweet from the set Kubrick might not be working in film, maybe working at Taco Ball, if his dreams 
were dashed (he probably wouldn’t but 1 digress), Hitchcock would be in a web startup. It's very easy to look at it this way, and 
probably our heroes were just lucky in circumstance, at the right place and year, like when Gorman gave everyone a shot and it 
wasn’t a big deal to make a B movie, and it wouldn't bankrupt the studio etc. But I think we are right to see outside just the 
circumstance and see them as uncompromising artists who Justly foi^ht the righteous battle against social conditioning and 
probably would have been successful in whatever field they ended up working in even if they started out in 2009. We are all 
together in having to endure this last decade, lamest of lame, and whatever may follow, but if we stay true and pure to ourselves, 
we will not betray our soula 
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Relationships in LA, 1979 — 1984: S Romantic Dramas Examined by Qrog Ziklore 


AKATOUY OF A SEDUCTIOS: 8 middle aged women's friendship is tested 

AHATOMY OF A SEDUCTIOH is a 1979 TV movie directed by Steven Hillard Stern (THE PARK IS UDIE) and written by Allison Croee. 
Starring Susan Flannery ("Dallas,’' THE TOIfERIHS IHFERHO), Susan Is an architect who works in an office in one of the Century City 
Towers She and her good friend, played by Rita Moreno, are divorced with young adult sons Rita is interested in the singles scene 
and Susan is rigid, but they are both lonely. Up until this point we see Susan is attractive for her age and gets offers We see her 
coldly reject several advances on her by older men, in elevators, bars, and from her ex— husband. After a tennis match, Rita asks 
Susan to let her Ivy League son intern with her architecture firm and this is how the affair starta Susan's son knows and 
disapproves of the affair, but is loyal to his mother. It is kept a secret and continues with several passionate romps in public and 
in the bedroom, but soon the son ge'ts too attached and wants a relationship, ready to give up his college and career. Susan doesn't 
go along with this, realizing he is too young, and mentions how the age difference will be detrimental to his desires and 
opportunities as he agea He cares not, but eventually Rita finds out and is furious at her friend for betraying her. Eventually 
the friendship is resolved and the boy goes back to Princeton. The film is done in the la'te 70s TV movie style like "Dallas," with 
a lot of alow — horn musical notes and zoom — ins and outs from the Century City towers and apartment buildings This is also a good 
film 'because it tackles the subject of over — 40' s women looking for lova Whereas this subject matter is still covered these days In 



HEARTEREAKERS is a 1984 film about the friendship between 2 men, Blue, played by Peter Coyote and Eli, played by Nick Uancuso. 
Blue is an artist who paints sexy pop art and Eli is a playboy who Inherited a business from his 'terminally 111 fa'tber. The film 
deals with both characters' problems with female relatlonshlis and how the S remain friends throughout One scene that’s memorable 
is how they go to Fatburger at night It brings back the freshness of fast food chains back then. Though that chain is good and 
open late, there is an excitement they both have a'bout going to have fast food that you wouldn’t see supposed professionals taking 
part in these days 

His friend KU is not an artist at alL He Inherited a business from his rich father who is terminally ill The plot njostly oonoems 
Blue's break up with Kathryn Earroli over a rival artist (Max Gail from "Barney Hiller" and the "Blue Man Down" episode of 
"Amazing Stories") and Eli's courtship of and relationship with the gallery assistant. He and Blue fight over women, but in the end, 
they make up because they value each others' relationship and bond. It is mature subject matter deftly handled, most notably from 
the fact that all the women in the film are developed, intelligent charactera Even those who would be bimbos in another mo'vie, 
Hiffl the first woman Eli takes home, turn out to be ver'bose and insightful when her opinion is asked. 

Harrold is great as the girlfriend who breaks up with Blue and takes a shit inside his heart. They don't get back together. 

The movie doesn’t have a very happy ending There are sex rompe and good LA eating locations EEARTBREAEERS is a great time 
capsule of the LA art world of the early 80' a before the late 80 b stock market crash forced the closure of a lot of galleries in 
the area. Blue's pain ting s are unoriginal pin up girl Bettie Page style, but sexually provocative and hence have appeaL Also he is 
'very passionate about his work and doesn’t compromlsa He even quits a solid printehop job he haa 

In additional to sharing the same time period and city, EEARTBREAKEBS and AKATOUY OF A SEDUCTIOH have in common the fact that 
the directore of both films used Tangerine Dream for scores in the yeare 1934 1985. EEARTBREAEERS was directed by Bobby Roth, who 
uses Tangerine Dream to provide a greet score Tangerine Dream would later score other Roth films like the Randy Quaid golf saga 
DEAD SOLID PERFECT and THE UAH IHSIDE 

These two films show LA as a town where mature relationships can take place, and not as a hellhole. Just as how there are f ilms 
about violent BYC and Woody Allen's HYC, these films will resonate with anyone who is a longtime resident of the city and loves it 
for its idiosyncrasies and catalysts for meaningful intimate relationships between consenting adulta 


gTWB OP THg mroBRGOiniD 


By RJ Wheatpenn? 

Danon Packard la Ijast known for hia 2002 filn EEPLECTIOIR OP EVIL, an Indescribable vision of a world gone nad that also happens 
to be one of the most accurate portraits of modern life committed to film. Packard waa a one man band on REFLECniOHS, writing, 
starring, casting, directing, doing cinematography for and editing both picture and sound. Punded by an inheritance but fueled by 
years of poverty and oinephilia, REPLECTIOES mas transferred from its ISmm origin onto twenty soma odd thousand DVD copies, which 
were left in various places around Los Angeles in an attempt to get noticed. While mainstream industry recognition never came, word 
of mouth turned REPLEmOEB into an underground favorite and Packard into a cult celebrity. 

Ultimately, REPLEllTONS's success turned out to be a mixed blessing, It’s so vivid and unique -and weird that Packard's still try- 
ing to live down his performance ae "Bob," and frustrated by the fact that although it's what he's best known for, it's not 
necessarily representative of bim "In some or many ways it is a curse but I'm certainly glad I made it. It's m ainly a curse from 
the standpoint of people thinking I'm only capable of making that kind of scattered, non linear film. That style of humor," he 
told the website Illogical Contraption In early 2010. Viewed in the context of his entire filmography, REPLECTIOIIB seems most in 
sync with his later films in Its critique of the encroachment of government and big business on the unsuspecting public (and its 
payohoaia- inducing effect on society), and its heartsick, kitaoh— free nostalgia for the 70'a and early 80'a 



Packard has said several times that he doesn't consider himself a horror director, but he doesn't want 
to be known as a director of mashups, either, although most of bis subsequent films are 
brilliant examples of tide form. Packard's follow up to REPLECTIOHS is the forty five minute STAB 
WABS UOCKUMEHTASy (2002), which re edited promotional footage of Oeorge Lucas prspplng EPISODE 1, 
turning the director in'to a megalomanlacal, out of touch idiot. It climaxes with genuine footage of 
Jubilant fanboys running into the film's premiere intercut with the nude male wrestling scene in Bus- 
sell's WOUEH IE LOVE — a funny jab at the strange, male only clubbiness of modern film geekdom. And 
lest anyone forget the reel purpose of the UOCKUIIEETARY, a faux Oscars obituary card readi n g, 

"George Lucas 1944—1977," closes it, while the 3GT. PIPPERS movie version of "She's Leaving Home" plays 
over a montage of clips pulled from a variety of low — budget 1980'b sci — fi moviea Those lyrics ("we 
gave her everything money could buy") coupled with Packard’s hand picked succession of images show 
he's not Just Jumping on the Luces — bashing bandwagon, but 'bemoaning the painful — to — watch atrophy 
of a fellow artist whose 'tastes were not unlike Packard's own, once upon a tima 

I LOST m THE TRIEKIBG debuted in 2005, and its premiere coincided with Packard's first UE solo gallery 
I exhibition. Its genesis was an Invitation by a trio of artists In 2004 to participate In a 
s project sponsored by PSl/BOUA in New York in which they would (according to one of the artist's bios) 
J ‘set up a studio producing paintings in response to" Packard's films, and Packard would "film their 
I metaphysical process of discovery and produce a work called The Thinking.'" The theme was "Bomantic 
Detachment," or the way people iromanticlze other cultures, but disagreements among the group resulted 
in FSl pulling the plug on the exhibit before it openei, Packard's camera records the dissolving project as its artists founder in 
search of their art, and 'the viewer starts to realize that the cultural flotsam they're planning to recycle for postmodern purposes 
still elicits a lot of genuine love and passion from the filmmaker, putting him philcaophically at odds with them. When Packard 
suggests they make HALLOWEEN 3 14, something he claime he's always wanted to do, their disbelieving reaction makes it clear that 
it's the artists themselves who have been appropriated for the project 


SPACEDIBCO ONE (200?) Is Packard's most schizophrenic movie, thoughtfuL slapdash, acerbic and romantic. It's the clearest expression 
yet of his o'bseaaions regarding the increasingly totalitarian media state we live In, utilizing clips from "To Catch a Predator" and 
other lowbrow sources to create a stifling atmosphere of para n oia— something Packard's better at doing than anyone else work- 
ing. But he's got a different aesthetic from mashup artist Craig Baldwin, and has claimed that he uses clips from other films out 
of financial necessity. Ikst of SPACEDIBCO is shot on video around Los Angeles, without permits, giving it a tense, hidden camera 
feel, but also preventing it from 'being as dynamic as it wants to 'ba 

The story is a quasi sequel to both 1984 and LOGAN'S BUN, featuring descendants of characters in those films (as well as KBULL and 
BATTIESTAR GALACTICA) who come to realize they're in a movie being directed by B movie director John "Bud" Carlos (who does not 
appear but is portrayed by an actor). While the propaganda film from the Hurt version of 1984 plays repeatedly on Jox Hews, 
sheep iiVfl shoppers wander through Universal Citywalk, a place that needs very little set dressing in real life to wHwic an 
intellectually repressed society. The film’s overarching point is that we are in the kind of world 1984 warned us about— telev i sed 
pain and police action passing for entertainment, govemment/medla propaganda disguised as news, commerce as the opiate of the 
masses, and freedom of 'thought/artlstio expression censored by copyright laws administered by monolithic corporations It's all very 
charged and highly political, but non partisan; the world really ended in 1984, and we're living through a 'bad cultural hangover. 


Packard's next f ilm, TALES OF THE V ALLE Y OF THE WIND, is also his most visually pleasing. Loosely adapted from Kayao Iliyazaki's 
animated NAIBICAA OF THE VALLEY OF THE WIND, it's closer in tone to Packard's unfinished late SO's fantasy film APPLE and the 
trailer he shot for the never filmed UISTY EYED ADVENTURES than it is to the caffeinated claustrophobia of his more well 
known f ilms. TALES was shot in Ealibu Creek State Park and shows his more formal and delicate side Described as a "love letter" to 
its source, it will likely make no sense to viewers unfamiliar with the original, especially since it’s in Japanese and only partly 
subtitled. But after years of watching hack filmmakers use Bronson Canyon in unoriginal ways, it's nice to see a Southern 
California filmmaker use a new location in a beautiful way. Far from 'the no — budget "failure" he's called it in one of his more 



self — critical moments, TALES is a pleasant, modest achievement, not as successful as some of his other work hut surprisingly 
accomplished considering the circumstance of its creation. 

It’s a bod time to he an artist, never mind an auteur. Despite his willingness to work as an editor for hire and his obvious talent, 
Packard struggles to gat joha He refers to the low— paying editing gigs hs can scrounge up as 'Tamen jibe," which range from "top 
ramen" down to particularly miserable "bottom ramen" onea (One example of the latter Is a recent DVD supplement he edited for 
which he was paid in boxes of breakfast cereal) At the same time, however, there's 'been a lot written about him recently, and he's 
been embraced 'both by a legion of fans on the Internet and by the avant garde film community. This attention from the art world 
has led to several shows in, among othe r places, London and Hew York, putting him in the unusual position of being a orltloally 
respected underground filmmaker who longs for mainstream success. And while It would 'be nice to suggest that this con'trodictlon 
fuels his art, in reality it probably just stifles it. Ve've moved out of the auteurist era and are now in one where the artist's 
ability to get his work seen depends more on his talent at networking than his talent at his craft Packard may just not be a good 
fit for our time, but his body of work shows he's one of the few people around who can accurately critique it And maybe that's 
the definition of a successful artist 

GROG ZIgLORB IHTBRVIEW WITH DAMOH PACKABD. SILVERLAKE. LOS AHSELPS. CA JAHUARY 85. 2010 L50 AM 
QZ: These days it's hip 'to mock 'the past, but you pay reverence 'to it in your films How would you descri'be 'the 1960's, 70's and SO's? 

DP; Those ware the lost days where there ware some really in'tereBtlng ideas to explore in cinema It was the last era for a lot of 
things The SO's were the beginning of the end. Vhere erasing all the previous loose creative ends and values end styles was the 
attitude of the 60's and 70's, the 80 'b were all about going back to the 50'a The SO's was a really fun decade, especially the early 
to mid — elghtiea Then in the late SO's it crystallized, and is the period that we're still in now: the Orwellian rules restrictions, 
corporate controL The attitude of the movies coming out then is like now: the Lionsgate horror films, dumb comedies and market 
niche fllma They were around in the late SO's, but are exaggerated a mm, Ion times now, with cell phones and technology and 
internet. Things like that were just coming around at that time. 

GZ: I recall it was around 1989 when things started to stagnate and it seems like everything has been on pause and unchanged since 

DP: Yeah, definitely. Some people talk about bow there was a spike in the early SO's with this surge of Independent film like 
Tarantino and Rodriguez, and others, like the new independents with the Weinsteins, but I don't know if that's really such a great 
thing. I like Tarantino, but what did they really bring? They 'took what had already 'been done before and put a new sensibility or 
twist on what had already been established in the 60'$ and TC'a Things have remained the same since then, so the 70'8 and SO's were 
a really inspiring time, a great period. The last days, the Isst golden era, like the SO's and 40'a 

GZ: 1 think the quality of editing in films has been poor in the last decade. Every film seems to have a million cuts in it, 
creating a meee of unidentifiable random imagery, disregarding audience and story. Is it because of the easy access to non linear 
editing systems like Avid and Pinal Cut Pro as opposed to the past where it was done on a flatbed and more difficult to out and 
get accese 'to facUi'tles? 

DP: In many ways editing has gotten worse. Host noticeably, it's the formula behind edi'ting. Not necessarily in features, but in 
trailere and marketing. Trailer editing la what annoys me 'the most. It becomes so blatant. I don't know when this trend started, but 
every out is a fade in fade out. Look at every 'trailer now and they're all like that Its not the use of oompu'ter editing, Its the 
formula behind trailer editing which is so stoict now, and has been, every trailer has to be cut the same way. The same techniques, 
fades, dissolves, fade in fade out you just get these little bits of information. Its thia dumb sort of way of advertising, its 
moronic, the whole package. Its put together eo idiotic, 1 don't know how or why this began or what the reason is for It because 
'tTEiilers used to 'be a lot different they were creative and each one had a little bit of style to it but 'then the marketing niche 
formula started. They're all 'the same, 'they’re all advertising to the same idiot mentality. It's almost impossible to tell what a 
film is going to 'be like from trailers now. They all look the same and they could look good or bad depending on what your 
interpretation of what that is. I guess they figure that makes it look great, so whether the film is good or bad it doesn ' t matter. 

GZ: It's also annoying how these days they show you the whole movie in the trailer. 

DP: Yeah, I know a lot of people who complain about that, that they probably show you too much. However If you go back, trailers 
were a lot longer than they are now a lot of timea They’ve always been pretty lengthy, even trailers from the 60's and TO’s show 
too much from 'the f ilm It depended on what they were, but they were still much better edited and individualistic and of course 
they had much more interesting narratora They had a lot of good narrators working. Bow they're not using narration as much, but 
the people working in that field now are just awfuL they're doing horrible imitations of Don Lafontaine, who was great, he had a 
genuine quality -to his voice. He made it sound exciting. And you also had actors doing voiceover, like Percy Rodriguez, very distinct 
and interesting. He was a black actor who had a lot of character roles In the 60'8 and 70'a He was in a "Star Trek" episod^ the one 
about where they're trying to automate the enterprise with the computer U5, and he's the scientist that comes on. Re did narration 
for a lot of Spiel'berg trailers; JAWS, CLCSE ENCOUNTEIS. He made them sound very exciting, he had an intelligent quality. That's 
all gone now. 

GZ; Host movie buffs go out of their way to establish ored by referencing obscure films and dlrsotors, but you reference more 
mainstream directors like Spielberg and Luces. Do you like obscure films too? 

DP: Yee, I’m a fan of obscure stuff. Spielberg in the 70's and early 60's was the big inspiration but so was Coppola, Scorsese, and 
Bob Tosss At that time, I didn’t know too much about foreign directors, I was only exposed to mainstream, but back then the 
mainstream was pretty good! I hadn't discovered Tarkovsky then! 
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OZ: You're said you have an aversion to sleazy sex and violenoe, why? 

DP: I guess there’s a certain camp that loves that type of thing; the sleazy gratuitous grlndhouse filas and contemporary. I've 
never been interested in that. So I guess that’s a simple answer, I’m not particularly a big horror buff, there’s nothing that 
interring about the horror genre. Uy approach to doing a horror film would probably be something that's already been done, like 
Preidkin’s approach to THE EXORCIST. Or Robert Wise's THE EAUMTIIIG, something that's well grounded in reality and well written 
with good performances. There's nothing particularly interesting about a supernatural creature or monster, they're fun films, but I 
can think of very few films that I thought were genuinely spooky or scary. Gore and sleazy camp value simply for the effect of 
shock value, that's not interesting to me, I’m more interested in making the films like Cassavetes or Altman, Donald CammelX or Lars 
Von Trier, stuff like that 

QZ: Did you see AimCHRIBT? 

DP I wasn’t crazy about ABTICERIBT. But 'the last few Von Trier films were good_I liked DOGVULK. I really love the first 3 or 4 
of blsi, ElEUEHT OP CRIME, MEDEA is amazing, they're all really Tarkovsky inspired but still really grea't, BREAKIH3 THE WAVES, 
DABCEE IH THE DARK. DAHCER IB THE DARK is a film I reaUy vrtsh I could have mada I would have made it a little differently too. 
I love E,^k In it, she was amazing, and I like those 'themea He’s really fascinated by stories about fragile female charactera I 
thin k it’s the style and 'the musical numbers in it, 'the way he set up 20 cameras and shot a scene, I t hink it was an interesting 
experiment I would've done it differently, choreographed the dance numbers differently, shot it on film if I could. Even though he 
did a really good job of giving it a look. It didn’t look like digital, especially for being shot on early digital 

QZ: Which recent film would you have Ilk a to have directed or remade? 

DP The 4th Indiana Jones film. I would’ve made sure there was a different script Harrison Ford looked great in it If Spielberg 

had given me free reign! To go out on reel locatlona He promised he was going to do that and he didn't! He said he was going to do 

It the old — fashioned way, and it was all studio green screens and CGI, and CGI ants, it was ridiculous. And the whole thing turned 
Into a cartoon, a Looney Tunes cartoon like all these films do, that’s not what makes them Interesting at all They go off a cliff 
end suddenly Shia La'beouf ie swinging on vines I guess there was some of that in TEMPLE OF DOOM, but TEMPLE OP DOOM was s till 
good because they were doing it in the analog age, and they bad to do everything for real, what they couldn't do with matte 
paintings and miniatures and it was just so much better. 

GZ: What was special about the 70's TV movies? Was It because there were talented directors then like Curtis Harrington and Paul 
Wendkos to name a few? 

DR Directors had more orea’tlve control in TV at that time and weren't following a market niohe or style or templa'te. They were 

good movies, there were great stories, good writers. It was a different generation; you had a different generation of better writers 

end directors that came out of an earlier period of time. So you had more intelligent moviea being made. 

GZ: What do you miss the most about the late 70 'b and early 60's7 

DR Well, the la'te TO'e/early 80'a was its own time, as opposed to the late dO’e/early 70’a The late 70’a/early SO'e was in a way 

where the quality of TV movies series, movies, compared *10 the late 60's early/70'a, started dropping. The late 70 'b was the begin 

ning of the blockbuster bubble gun era and TV shows like "Buck Rogers" and "Eattlester Galaotica," which I still think are fun. 
That was its own time, the fantasy soi -fi boom special effects period. The genre of ecL- fi and fantasy and horror, they were at 
their peak, there was a new resurgence of popularity for those films then. And there were a lot of technological breakthroughs 
going on then wi'th sound and visual effects in the analog world. Special makeup effects too, everything was happening at that 'time 
in the late 70'8 and early SO's, so that was another renal seance period, but it was different from the renaissance of 'l^e late 60's 
early 70’e to mid - 70'a The quality that existed from then, where you had these veteran writers, veteran dlreetors, really good 
storiea, character— baaed films, not dependent in any way on visual effeota, they were all suspense or story or character based 
emotionally driven, and then you had this epeclal effects explosion in the late 70’e that was different eo some people will point to 
that period as the downfall. Another good one to get a barometer of what people thought of that time is this documentary culle d 
ROOM 666 by Wlm Wenders, shot at some film festival in '62. Everyone was there, like Godard, Fassbinder, Antonioni, they're all in 
tervlswed and they would sit in a room and talk about the future of cinema, and to them that was the end of cinema The early 
30's, the way things were going at that time, with blockbusters and special effects that was it. To think if they knew what it 
would be like now! Things were still great ae far as I was concerned at that time Spielberg was interviewed too, he was there, and 
he was the only one who had a different point of 'view of that period. He actually thought it was a pretty good tine! And I agreed 
with him, so that's kind of a misunderstood time, from a certain point of view. I think it was anothe r renaissance period in a lot 
of ways Even though the quality of standards had changed from 2 decades of quality writing, where good stories and good films 
were not dependent on effects, it was still a pioneering time in ite own way for effects, and a lot of 'thinga And it was still an 
exciting time and I thin k that continued through 'the mid — 80'a The early to the mid SO's was the last period, at that time I was 
working for Mann theaters, doing a lot of theater work in Westwood. You could make a movie about this like AUERICAB GRAFFITI, but 
set in the theater world. It was so exciting what was going on. Hiey were like the last days, you had big single houea theaters, 
opening these huge blockbuster movies in 70mm prints, lines around the block, people waiting overnight for movies, that's all gone 
now, it died by l^e 90’a That was the last period in history where cinema still had that exdtosent going on. 

QZ; What is your fa'vorlta loat movie theater In LA? 

DP The Mann Batlonal in Westwood, which they tore down a few years ago. It'd 'been dying for a few years. I'm surprised it lasted 
as long as it did, I worked there in 1964. Westwood was an exciting place for movies then and it's all dead now, they're going to 
close it down. There's only 2 theaters left: The Village and The Bruin, and their leases are running out this year. There’s no way 
they can stay open, no one is going to them, single house theaters are gone The Chinese Theater will stick around because It's a 
landmark and it's protected 'because it's the mecca for tourists and the Cinerama dome 'because its encompassed by the Arclight 
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Uegaplex, but its not nhst it used to be. The Cinerama dome actually isn't that great a place to see a film, it warjs the image and 
if you have subtitles on the bottom, they’re out off, it’s better to see them in another one Even so, with the Arclight it's still a 
pretty good place. The dome was really good when they played 70mm films like BEE HUR and IT'S A IilAI) HAD UAB HAD VORID. But the 


r there a dosen times. 


national is my favorite. I started working there right after TEMPLE OP DOOM, which I a 
SZ; Did they show ROTAWAY? 

BP: Oh yeah, the Tom Selleck fUml I r^SPtwr 1^ 
it was out, it didn't do very well, of came 

Crichton films better, LOOKER WESTWORID, GREAT TRAIH ROBBERY. , ' — \ 

GZ: Did you see LOOKER in thtf'theatai*^ " , 

BP Eo, I never saw LOOKER In the theat». ThatVas one of those films that would run on t i mes a d 

hundred times in pieces ^ UES 'that film One tMng about }t3j|||n^ls Goldsmith isH^favorite 

of his soundtracks, like al? 400 of 'them, don’t like his score RBEAWAY! It may be ths^Bby one I 

electronic scores in the 88^ that I And he was working with electronB^ way ‘back, 

else was doing it, but I'wasn't crasy^ftfn the RUEAWAY score, it was the sound of that partlou^ 
just hated. It wss a rdetlf J^naOj^l^^iBand, terrible I think EOOSIERS hod a similar sound, which 
That's another score that I bata-^me people love that score, it's a lot of pop keyboard scora I just don' 

■ ^ 

GZ; Do you like the score for CDJO? 

BP Yeah, I like tlnet. scc^ Charles Bernstein right? 1 have that. That's interesting, I just did a little 'Qiing 
and I always wondend what the music In the CUJO trailer is. It's not in the movia It's something else. I don' 

GZ: Is the quali'^ of moviee today poor because of the vertical integration of management in film companies in the 'last SO years? 

DP There's a lot of reasons It's the whole changing of sensiblli'ties more than anything It's not just that people f in’t have the 
creative freedom tkS once did, it's what creative freedom is now considered to ba If you look at the 60's and TO's, iireotors w 
still fighting to g^.,their vision. It’s the same as non, dealing with controlling producers, but it was a different | ensibility of 
what was good and ba^i percep'tions of reality. 



had a budget, but your other films have not Bid you ever try to get funding by sending cripts out t 

1 _ 


BP Yeah, I did that siswHiltut, I never was much of a writer, I never bad a stack of completed scripts or Sven on^[| t 
scripts, 1 had some 1 would sand a lot of things around to agents and production companies, Intt noth^flhe 

of any of that 1 did I^^Bturting from the late 80 'b to early 90’8, sent out a lot of copies of whatevar n 
outlines I had mada I would sand those out 'to literary agents, trying to get something did that for a while, 9 
could, sent a query le'^few Md a copy of a film I had made, it never really got any results Nothing ever came a£ that It w 
around the year 3000, Hiy^s ago! I got an inheritance and I made REPLECTIOES from that 


w flSn had made, i 
se^ as many as I 


I 


GZ: Row long w 


3 HEPLECTXOK 


10^ OP EVIL written before you made i't? ■’=^ 

DP Not very long it was a coDbiziation of a few different ideas I was developing in the late 90'a Even though ( started shooting I 
had more of a treatment thanla detailed script and so much of it was left open for improvisation. So it was in jhe late 90’8 I had 
thcee 3 ideas, the guy going around trying to sell watches and the TO’s flashback scenes with young Spielberg •ey were 3 separate 
movies with 2 separate titles and I decided to combine them and I remember 1 had a detailed treatment, but I -l^r eally just using 
it as a reference and the actors would show up and wonder what they were supposed to 4 Sl 7°^ know, who scripts? 

GZ; Do you believe in ohemtrails? V, 


DP Ghemtrails? Veil, chemtrails a 


they’ve 'been around for a while, they've 'been spraying for years 


I^reaUy 
o script 

,™. J 


GZ: Are your portrayals of chemtrails anpTether examples of fringe science satire? 

DP I guess it's not really satire, what y^ would c all fringe sdenoe, or poking fun. I thlnlt they're all interesting S would be 
more inclined to 'believe that than what yCU. might consider the mainstream presentation we get of reality through th(| mainstream 
media. The conspiracy aspect of reality. ^ word conspiracy has been diluted, as soon as that word is changed, as soon as the 
language changes, it will change the wtuOff interpretation of what the elements of conspiracy are It’s more reality and fact than 
it is conspiracy theory, The word coiESdxa^ has such a negative connotation. I wish I had another way of describing it Another 
word is fringe science or alf^matlve media. ItV hard to generalize about that stuff, 'to just point at dlffersnt theorlss and say 1 
believe or I don't believe, i'ts more that I'm more inclined to believe that than the mainstream presentation of reality how we see 
it where everyone is so dismissive of alternative realities. All 'that conspiracy — 'based stuff has more fact 'based reality than what 
we think. 

GZ; tas REELECTIOBS OE EVIL intended to tie funny, with all of the dubbed voices? 


you're Bhootisg In a controlled envlronnent There was too much ehooting on the fly location nork in that to have location sound, 
We nere getting kicked off so many locations anyway, if I had hrought a sound person. Plus I hEid intended from the beginning, even 
though I prefer not to shoot llOS, I like to have real production audio, it's so difficult, but I think on that one I had Intended to 
dub most of it The voicee and performances from all these incidental characters I think it would have been so difficult to capture 
that live, and I thought it would be funnier and get more energy out of it by looping it all, like with those guys screaming in 
the background. 

82: Where did you find those street attackers in the film, were they just there on the street? 



some rare 1970's TV movies 
you Ilka 

rP: COLT BIGHT'S DEATH is good. HOME 
FOR THE HOLIDAYS, that's the seminal 
FRIDAY THE 13th movie, but from 1971 
like that one a lot, it's like 
FRIDAY THE 13th and BLACK 

them. It was 
directors, 
and it had a 
Field, Jessica 
one is ALL THE 
Stacy Eeach. 

He's lured into a remote house by kids 
who turn out to be keeping this 
woman prisoner there who was also 
lured into this house. It's like they 
want to adopt a parent, they're all 
kids but 'their parents were killed. 

How they need parental guidance, so 
they abduct these people off the 
highway and lure them into their 
house by asking for help, by sending 
this cute little boy out to ask for 
help and they wait for "the right 
person to stop and abduct them and then force them into being 'their mother and father. That's one of my favorites. It's great. There 
were a number of them that were popular but I didn't think were that good, SOliBTHIHG EVIL, but there were others like those that 
were much better, like the psychological haunted house story, usually with some sort of Satanic connection or evil settlera A lot of 
great TV movies, a lot of really great directors working in that field. Uoxey, Wendkos, there's like 2 dozen of them you could 
name, Bernard and Vincent UcEveety, Bernard Kowalski, he did a bunch of "Rockford Files," guys like that. Uy friend Jeff Burr 
STEPFATHER S, LEATHERFACE, PUUPKIHHEAD S) also loves TV movies and I've been helping him with a pet project, in Georgia for a 
whila He got fed up with the work situation in LA and went to Georgia to help his family and has been gone for almost 2 yeara Be 
was supposed to do a HALLOWEEH and HELLRAISER film, he almost broke the record for number of sequels. He also made some 
independent films like STRAIGHT IHTO DARKHISS, THE OFFSPRIHG. His first film had Vincent Price in it But he's been doing this 
documentary on TV directors who were working from 'the 50's — 70's, some in the 80's, and he's got like a dozen people lined up to 
interview, we've interviewed about & 7 peopla I'm dreading the day that I have to actually edit this, because there’s so much 
material and its just such a massive project. We interviewed William A. Graham, he did BIRDS OF PREY with David Jansen. He did 8 
helicopter movies and some featurea *e interviewed Beza Badlyi, who did one of my favorites, TEE EYES OF CHARLES SAHD. It's not 
very good, but the atmosphere about it, there's something perfectly. ..it inspired me to do TEE EARLY TO's HORROR TRAILER. Thcee 
elements of really eerie, dreamlike strange quality. Badlyi started as a titles guy and then mainly worked with "Hawaii Five 0." 
He's a very mellow, by the book, easy -to work with kind of guy. We also interviewed the director of PRAY FOR THE WILDCATS, and we 
interviewed Jeannot ^warc, the director of JAWS 2 and SUPERGIRL. Szwarc did a bunch of "Bight Gallery" episodes. We only had 
about 2 hours with him, met him at Gower Street Studios where he was shooting an ep i sode of "Bones" or one of those new shows 
Really cool guy, we talked a lot about "Bight Gallery" and SUPERGIRL, JAWS 2 and SABTA CLAUS: THE UOVIE. He was really excited 
when I gave him some of my dvds! 


GZ: What are you working on now? 

DP: 1 have been developing a sequel to my Elfquest— inspired film APPLE with somebody else over the last few months. I don’t know 
if it will get made, but It’s got several of the characters from the first film in it This would be the narrative feature length 
spin — off version of APPLE It's called FOXFUR and it incorporates the Billy Ueier story, of Pleiadlan contacts with UFO's and the 
female sx-traterrestrlal Semjasa It incorporates a lot of that stuff and other Hew Age stuff. Sort of a New Age fantasy. And it's 
set in the final months of 2012. The Billy Ueier story is one of the most famous controversial UFO cas^ in history. It was huge, 
starting in the late TO's when all those photographs started emerging, which was the 'best photographic evidence 'that ever existed. 
There was Super 8 footage as well A lot of the pictures looked phony but then some of them looked great, some of the best model 
photography ever done, some of the best designed models and forced perspective miniature work, for a one armed Swiss man and 
whoever his partners wera If it was fake, that’s pretty goodj Without a background in film and SFX, they did a pretty good job. 


That alone in Itself is a pretty interesting story. Hon did they fake a lot of that stuff and nhy? The Fleiadians look like us like 
humans, they’re supposed to he our oousins. He's heen seeing them since the 50's and has written stacks of hooks of contact notes, 
it's ridiculous, all these other ET groups that were Involved, and its very curious as to how they did it It was shown on "In 
Search Of..." which 1 still enjoy watching. There were some great episodes they did, really intriguing, like of TroU Castle, some 
really great aerial footage they got They interviewed some of the people who were alive at the tlaa It was very effective with 
the music and layera Ko show couii ever duplicate that later, that feeling, The one thing on ghosts and hauntings, those are 
typically creepy to watch. I should give it an IKEIAMA JOHES type of 'title like THE BILIY MEIER CHRONICLES: SEMJASE AHE TEE 
BEAU SHIP, or SEMJASE AHIl HER AEVEHTURES OH EARTH Nobody's ever dons a film, not even an independent film, because they don't 
have the rights In the 70's the studios approached him to make a film and he wouldn’t do it. I'm surprised nobody has just done it 
and changed 'the names or done an independent f ilm and incorporated heam shlpa There’s so much stuff about all these other ET 
groups and 'the names are great. There's a bunch of stuff on youtu'be but there's also this long lecture given by this Swiss group 
called PISE and this head guy from there came out here for this lecture for MoveOn and talked about all this other stuff all 
these other ET groups that Billy Meier had contacted that I'd never heard of. I’d read the books that came out in the late 60's 
and there's so much to work with there as far as characters and they bad such great names Learlans and Andromedans, other ET 
groups with other names, it's really interesting, it would be an extensive movie based on all this information. So yeah, Packard's 
working on his next film: SEMJASE ABE HER AEVEHTURES OH EARTH 

GREAT CHOWDOWHS OE CINEUA: 7EHO VS. RITR.qELL 

By Grog Ziklore 

In 1998' s SOLEIEH Todd knows how to ea't He grew up rough and appreciatee a good meal and knows how to lick one's plate clean 
and not waste it While the hosts are disturbed at how much be eats, you know the chef was flattered. Watch how he stands up when 
he is challenged, 



Bow for counterpoint observe Dominique Garny in Thierry Zeno’s 1974 film VASE EE NOCES, also known as TEE PIG PCCKIHG MOVIE. The 
chowdown at the end is a large denouement and It seems to be the feces that he was packing so meticulously earlier. It’s a big 
cbowdown with a loud song and a big wooden spoon with a long handle Both films show aggressive hearty eaters! 
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GREAT CHEAPSKATES OF CIKBIA 


By Grog Zlklors 

"Lets see what we got here_7B, SB, 95_tliat'a It exactly. Catch your tip next tine!" 

Someone is always victimized when encountering a cheapskate, and there are many kinds of cheapskates. One is the wimpy type who 
sneaks in the chintziness in at the end, with no previous indication. Another type is one that acts angry while heing cheap, as if 
they have to justify it to themselvea This goes much farther than the no — tipping scene in RESERVOIR DOGS. Shown hare is Omaha 
native Ered Astaire's intro scene in TEE lOWERIHQ INFEREO, done in the twilight of his career in 1974. Eis character, Harlee 
Claihorne, is getting out of a cab and offering a SO dollar h ill, which he knows the cabbie cannot change. He then proceeds to count 
out nickels and dimes until he gets the exact amount, much to the dismay of the angry cabbie, who is astonished that someone would 
go through so much trouble for such a scam. I like to t hink of Clsibome as being the same Astaire character from FOLLOW THE 
FLEIX years later, but that is just this author’s fantasy. The character meets a sad end when his girlfriend is killed and he 
bolds a cat In fact THE TOWERIHG lEFEREO really Is a 165 minute movie about the pitfalls of cheapness as it was cheapness that 
caused Richard Chamberlain's character to cut comers on the wiring plsns demanded by Paul Eewman, which was the cause of the 
great conflagration. 



The next type, as we mentioned, is the angry ona Observe in the picture the belligerence of Chong this scene from 1982' s THIFGS ARE 
TOUGH ALL OVER. Cheech asks him to pay for the gas they just filled their tank with and he responds with; ‘T don't got no money!!! 
Nothing! Hot a penny!" Again, while this time the cheapskate is the aggressor, the effect of shock on the victim is the same This 
time, however, the gasman is wise to the scam and takes the expensive pimp radio from the car as collateral until they can pay, 
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By Grog Ziklore and RJ Wheatpenny 


HATIQl? OF COWARIB 


Upper -class uter hack director U. ^Ight Shyamalan recently got criticized for the supposedly "racist" casting of his children's 
fllii AVATAR THE LAST AISBESBEE. The live— action movie, based on a Hlokelodeon cartoon, replaces the Asian— looking and named 
main characters of the show with white kids. Unnerved by the prospect of not making money due to bullshit protests carried out by 
annoying liberals who worry about the racial makeup of kids' movies, the director pleaded his politically correct defense to the 


is the most culturally diverse tent-pole movie ever made. And I'm proud of it. It’s part of what drew me to the material, to see 
the faces of our whole world in this new world. And only time will assuage everyone and give them peace. Maybe [the protestors] 
didn't see the faces that they wanted to see but. overall, it is more than they could have expected. We're in the tent and it looks like 
tlie U.N. in there." 

It's hard to decide what to hate more here, the fact that the protests were led by a white woman on behalf of her adopted 
eight year old Vietnamese son, or the androidic way RoboHight responded. The JOIC cannot imagine in its most feverish nightmares a 
phrase more likely to put us off from seeing a movie than "a culturally diverse tent — pole movla" This Orwellian Bewspeak of 
meaningless marketing phrases really Just tries to cover up the fact that this movie, like most movies made in the USA today, needs 
to be exported globally to recoup its costs and must therefore lack any specific cultural references or particulari'tles that could 
confuse or piss off people in foreign countries Being of the opinion that the beat American movies are made by Americans and for 
Amerlcane, we have no desire to enter the tent with Ur. Shyamalan, but we do have a suggestion as to how he can direct its pola 

Fortunately, even the studio beads can't be far from realizing that Sbyamalan's idea of a good movie Is most peoples' idea of a bad 
one In a JOIC exclusive, Grog Zlklore's mole Inside Paramount managed 'to dig up the following memo from Adam Goodman, President 
of Paramount Film Group, written just before work on AIRBEBLER began. At 'the time, they were apparently hopeful a change in 
genre would help 'break his slump: 

Dear M. Night Shyamalan, 

In light of your recent failed efforts to curry favor with the horror market, we have decided that your talents would be better used in 
directing childrens' films. Though all of us here recall the great success of your debut, every film you have released since it has been 
naan-successful at the box office, and we have been left to clean up the masala you made of our balance sheets. We feel your future 
films should be of a naan-violent nature, of the sort that a young child can sheekh with his papadum. The board and shareholders are 
unimpressed with your efforts to paneer to the youth audience by four-walling cineplexes in shopping mulligatawnys in low-income, 
turban areas. Attendance in these venues was poori and the projected goals of meeting box office receipts went kabab. For your next 
film we have a few rising stars of which we recommend you tikka your pakora. Comedian Rogan Seth, Matthew Makhani and singer 
Glenn Dhansak are already attached, and this is naan-negotiable. We have also set up a huge project for you — a bread stick commer- 
cial. Though you may claim this is a dal order and not your style, we disagree and hope you eventually feel the samosa. When you 
actually see the bread stick, you will see that there is a twist at the end. If you succeed at this, you’ll be hired to write a treatment for 
our upcoming video game update blockbuster: Discs of Naan, which will be available for both Xbox and Achari. You will also be 
able to curry favor with the board if you bring aboard any chans who can draw in the turban demo on these delectable treats. 

Sincerely yours, 

Adam Goodman 

President, Paramount Film Group 

P.S. Do not attempt to accuse the board of bigotry, as racism is a naan-issue in this matter. 


The JOIC applauds Ur. Ooodnan oc his good taste and wishes him much success in his future creative endeavors such as SHR'Rir 
FOREVER AFTER, PABABORUAE ACTIVITy 2, UISSIOH IMPOSSIBLE IV, JACKASS S— B, the FOOTLOOSE remake, and the next STAR TREK movie. 
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By Grog Ziklore 


THE HASP WAY 


TEE HARD WAY is a 1979 ITC TV movie, speoiel for being the only pairing of film icons Patrick UcGoohan and Lee Van Cleef. A few 
other notables worked on this film; the EP was Eenrl Deoae, who shot most of Jean Pierre Melville's films and in addition THE 400 
BLOWS and Louis Malle's debut ELEVATOR TO THE GALLOWS. Eirector Michael Eryhurst was a producer on several John Boorman fUma 
who was the executive producer on this f ilm. 



McGoohan plays John Connor, a hitman who wants to retira The film opens with him sniping somebody from an old warehouse and 
then collecting his check from a contact at a cramped bar In London's Euston S'tatlon. He tells the contact that he is now retired, 
and takes a train to a yacht back to bis home In Ireland, hoping to see bis wlfa The 'village he lives in was shot in 
Newtownmountkennedy in County Wicklow near Eublin. Pretty soon he is confronted by his boee UcHeal, played by Van Cleef, in 
Haslam'B, the local pub. They have a great scene toge'ther over beers, with reminiscences of all 'the hits they conducted over the 
years It ends with Connor leaving angrily when McHeal wants to hire him again. Connor agrees to do another hit ,}ob, this time on 
an African priest. He gets McNeal to provide him with a custom made sight and tests it out on a range, proving that he is the best 
sniper in the world. During the job, he bails and the priest lives. The rest of the film has McNeal trying to capture Connor. He has 
his goons follow Connor's wife, and eventually has his men launch a failed assault on Connor at his country home, where he picks 
them off easily with his rifla At this point, McNeal's financiers are displeased with his failure to arrange the hits and are 
trying to kin him. This builds up to a final confrontation in an old mansion at night that McNeal has boo'by trapped. He has the 
lights on in all rooms and turns out certain lights by swapping out various fuses at bis will to trap Connor into being shot. It's 
a fun hide end go seek scene and they use old tricks they knew from their war days, with McNeal explaining them and csokUng. 

They end up killing each other in 'the battle. The f ilm ends wi'th narration from Connor's wife a'bout how he could never separate 
himself from his work. We heard her narrations throughout the film, showing her In an eerily candlelight old chamber, and at the 
end realize that the whole movie was in a way her epitaph to her late husband. THE HARE WAY is a great film €is it is character- 
driven and features one of the 'best performances ever from McGoohan. We feel his pain at losing his wife 'to the job and his 
burning desire to get back to his family. He plays the role with little dialogue, deep pain showing in his facial expressiona One is 
reminded of "The Rrisoner" throughout, as most of the evente concern the main characters expressing displeasure with McGoohan's 
abrupt retirement. Van Cleef is great too, and his acting goes beyond his typical ability when he practices on the gun range in a 
rage, getting ready for bis final confrontation with McGoohan. 



In addition to County Wicklow, the fUm also has scenes in the famous old James loner's pub in Dublin. The soundtrack is composed 
of 2 instrumentals from Brian Eno's 1978 "Music for Films" album. The song 'Patrolling Wire Borders' is used for most of it, and the 
tender scenes with wife remem'bered are from the lovely track Events in Dense Fog' The film's credits erroneously lists ths track 'A 
Structured Room' instead. Connor's ohlldren are never seen, but there is a family photograph of his 2 daughters with their mother, 
who are barely shown in the film but given prominence on the 'bock of the video box (the photo also appears on this issue's cover). 
Wonder who those kid actors were end what became of thea 
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By Grog Ziklore 


PLAHa FOR A rECBS ASSAULT AT k UOVTH PBHUTWBH 


Uuch Of the discourse in this zine is shout hon shitty movies ere tods^. 10 years ago the trend started where every movie that 
came out was either a comic hook adaptation or a remake. We all thought that was a fad, hut we can see that it's now the standard 
for all films coming out as of 2010. 3B effects films have now been added to the mix. Recall the scene in TERMIKATOR 3 where 
Arnold replaces his chest battery, which is his life force. Imagine if you will the chest battery that drives studio heads and 

marketing people who now give the go — ahead to the trends mentioned abova It could be said that their heart/battery is a power 

call of hate malevolent bwming hate for films, for the discourse of what makes films important and memorable, and for the history 
of f ilms. This hate burns so deeply that their method of putting out films is one that expresses their hatred for the viewer of the 
films too. A lot of DVDs of old films do not have the original year put on the box. As if they do not want you know that it is 
old, because to them old is a universe where they did not exist and/or did not matter. The concept of these remakes is another one 
of lies— one to deceive you into thinking that it has a resemblance to the original So you get a result where the young generation 
doesn't knew the old f ilm , while the older generation who does knows the remake will 'be worse So a new hack job is packaged inside 
the shell to Justify the great lie As hateful as these bosses are, they are driven by business and as is said repeatedly, "if people 
stop going to see these films, they will stop making them" But as we know people do go see them, people will go see anything, and 

ticket prices are high, so they will still make Anyway, all of this is well known. 


FoRMATSJNS Fbp, FECes ASSAUL-t 

OM Sffl-O'OOT FILMPREMIERE 

OF 

''RIS- gRe'AlSW' "BACK attack." 
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On the EYC subway wben the 'train arrives during a rush hour and you see all 'the cars jam packed, sometimes one of them will 'be 
near empty. Beware, there is always a reason. Sometimes it's because it is not air condi'tioned, but the other is 'that there is a stink. 
The other day I went into one such oar and the stank was so strong of faces that everyone entering would immediately make e 90 
degree right turn and use the exit between the cars to enter the next car. It stank so bed that the next car was crammed with 30 
people on that side where they just got in to the good smelling car. I was 'there too so I stayed on to wa'tch the reactions of people 
entering the stank car. I laughed 
es I saw most people rush to 
enter my jam packed car but more 
to eee 'the reactions of those who 
tried to be PC and brave the 
stank. Beautiful young girls sat 
there for 4 or B stops, sucking 
in the terror, some with 
handkerchiefs around their nose. 

A great social experiment! 

Uany people have problems with 
their colon. Whether it's the 
terrible food we eat, or backup, 
what comes out is stank. But with 
Colon Clenz, an organic laxative 
acting pill, it gets it out. The 
first time one dees the Clenz, 
black viscoua muoousy evil 
matter is accompanied with the 
normal exodus It's the b uild up 
of impaction from decades of 
beer, cigarettes, and Big Uses It 
is imperative to get it out, or it 
will wait for you decades later 
and get you sick. But even if it 
is not your first time using the 
Cl fins, e Clens shit is stanker 
'than a normal one. Uy plan 
involves going to the sold out 
super crowded and packed 
premiere, where everyone is stuck 
and packed together and can't 
move, and then shitting one's 
pants in the seat, 'following 
Through' as Ennis calls it in the 
fine comic book 'Bloks.' People 
will have to put up with the 
stank. In the wild, animals 'throw 
feces at things they feel to be 
phony or false Therefore, crappy 
B movies shouldn't be targeted, 
but bloated Hollywood 
hypocrisies like 'THE BACKUP 
PLAB,' -TWniGHT 3,' 'ELM ST. RE- 
UAKE,' and 'AHISTOII VEHICIES.' 

If targeting a film festival, one might go through the festival schedule with a highlighter and highlight those wished to be oho 
sen for the m en?. These plans are for a feces attack on a theater on the night of a premiere 
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By RJ Wheatpenny 


BOOK REPORT • STHDIBS Pi THE HOBHOR FTLMi VIDiaPROllE- by Tim Lucas 



The Japanese laserdisc word made flesh. 


Eollywood has always loved lecturirg Ite audience. 
Barely a month goes by without the release of a 
subtly condescending movie designed to remind the 
ticket — buying public about the awfulness of war, the 
inhumanity of big business, or the value of '‘tolerance,’' 
that ever shifting societal virtue that audiences over 
the years have been taught to extend to blacks, gays, 
immigrants, non — Christians, commies, foul — mouthed 
comedians, liberated women and misogynistic hardcore 
pomographera These lecture — pictures usually end with 
their victims either dead or miserable, and there's an 
expectation on the part of the filmmakers that the 
audience will be motivated by outrage into supporting 
the film's social messaga As Orson Welles is reputed to 
have said, "There's something in Eollywood more impor- 
tant 'than money. What vision is being promoted?" 

It's funny, then, that if challenged, most filmmakers 
will immediately deny their movies have any effect 
whatsoever on audiences When censorious parents groups 
or muck re, king Journalists claim that a movie inspired 
a crime of some sort like the copycate who ueed 
HATURAL BORN KILLERS as a template, or the young man 
who (supposedly) killed Pasolini after seeing VIOLENT 
ROHE a filmmaker's first response Is usually that "it's 
just a movie" and "that moviegoers have the free will to 
accept or reject whatever the movie's message is. And 
this is pro'bably accurate — except for the fact that 
anytime you read an interview with a filmmaker about 
his childhood, there’s always one movie that forever 
changed his life by inspiring him to dedicate it to the 
medium, making his very existence living proof of 
cinema's Influence. 


Uay'be because of this contradiction, directors have generally stayed out of any disousalon of their art’s influence on society. 
Modern literature and the more high-minded arts are full of stultifying self -awareness over ■Oie relationship between the work, 
the author and the consumer, but hardly anyone outside of grad schools pays attention to that stuff snymora At a remove of 
alffloat thirty years from its initial release, VIBIKlIlROUE today seems much less a'bout the potential effects of video technology or 
pornography on society than a'bout what 1 described above — individuals' complex psychological interactions with (and thei r increas- 
ing dependence on) the "electronic cloud" that is their primary means of communicating information. 


Cronenberg thankfully refrains from making A Statement, wisely choosing instead to use bis fuzzy ideas on the subject, and human 
nature in general, ss a springboard for his horror movie plot But this also leaves the movie feeling messy and somewhat confused, 
like someone who's trying to say something interesting but can't find the right words, Tim Lucas's exhaustive book on the film's 
making is most important when it picks Cronenherg's brain, getting him to state out loud ideas and themes that the movie only 
hints at, thereby helping us, the viewer, understand it better and appreciate it more. In the movie, Videodrome is a sexually violent 
television show with a signal hidden in it that gives brain tumors to its deviant viewers James Woods plays Max Renn, the owner of 
an end of the dial Canadian TV station, who heoomes addicted to the show after a co-worker Introduces him to it. The tumor inside 
hlTTi alters his percep'tion of reality, giving him gooey hallueina'tions involving the disfigurement and ‘transformation of his 'body, 
but more importantly, it aiao warps his desirea Although he's been turned on by Videodrome from the 'beginning, as his grip on 
reality loosens he starts fantasizing about acting out 'the show's violence with his Videodrome co — addict Nikki Brand (Babble 
Harry). Nikki is so aroused by it that she leaves halfway through the movie to audition for it and is never seen (outside of an 
hallucination) again. With his mind weakened by the tumor, Max is programmed by the show's right — wing creator, Barry Convex, to 
kill the troublemaking daughter of ite first victim, a Marshall UcLuhan like philosopher named Brian O'BUvlon. But Max Is now 
30 easy to manipulate that he's counterprogrommed by his intended victim to Instead turn on Convex. After he assaseinatee Convex, 
he flees to an abandoned ship, where an hallucination of Nikki appears on a broken television set and convinces him to kill 
himself. 


In an early chapter of 'the book, Lucas cites several examples of films that use television as a weapon, but VIBEOBROHE's philoeo- 
phlcal predecessors are actually more interesting Although the genesis for VIBEOBROME was an unfilmed 1P72 tr^tment called 
"Network of Blood," the concept of interactive art wasn't new then, nor was the idea of a film arena, or "droma" As far beck as 
1963, experimen'tal filmmaker Stan Vander'beck biegan work on 'the "Movie Brome," a multimedia "magic/movie/spBce/ theater" where au- 
dience members would lie on their backs and experience floating, multi — dimensional imagea The following year saw the publication 
of "Understanding Media: The Extensions of Man," by Cronenberg's fellow Torontonian McLuhan, which popularized the study of media 
as a tool that can 'be used to influence people, McLuhan's ideas got wider exposure in Kubrick's film version of Anthony Burgess's A 
CLOCKWORK ORANOE, released the year bafore Cronenberg wrote "Network of Blood." In ORANGE, constant exposure to filmed acts of 
real 'violence also leaves ite protagonist susceptible to manipulation and reprogramming. 
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But VIDEODROUE goes a step further than A CLOCEWORE ORAFGE. The protagonist of ORAEGE Is forced to watch disturbing images to 
purge his violent impulses, but Uaz watches them for stimulation. As a result, they increase, rather than extinguish, his appetite 
for them. One of Cronenberg's cleverest ideas is an hallucination Max has that he’s been programmed by a videotape forced into a 
slit in hie stomach. This visual pun on -t akin g in a movie" makes a potent metaphor for the wave of paranoia regarding "video 
nasties" and heavy metal music that swept the US and England in the ISSO’e, largely as a reaction to the loosening of censorial 
boundaries in the 1970'3 that allowed artists like Cronenberg to bring their creations to life fully realized. 

Cronenberg obviously doesn't blame the things Max watches for what he does Reality — what's really happening around Max, rather 
than what his tumor shows him— is equally dependent on media, since the key to unraveling the Vldaodrome conspiracy can only bs 
found in the videotaped lectures of the dead O'Blivion. S imilar ly, Max would never have met Eikki if they weren't both on a local 
talk show together. Cronenberg's ultimate message 'boils down to the very UcLuhan — esque one that a medium is inherently objective 
and can be used for good or bad--that the medium is the message He uses this idea to play on the fears associated with it, 
eapeel ally the destructive loss of aelf —control that cornea from giving in to the twitchy needs satisfied by popular entertainment. 

In interviews throughout the book, Cronenberg comes across as thoughtful and well- read, dropping the names of artists and poets 
to support his points, and it's clear he knows media theory, admitting that McLuhan "was very important to me, as a developing 
Intellectual." Tor someone as Interested in viscera as Cronen'berg was, it seems natural that he would have taken UcLuhan 's 
definition of media as a psychological tool and retrofitted it into a phyalologioal ona "I'va always been interested in dark things 
and other people's fascinations with dark things," he says, cla imin g VIIlEOSROME's original motivating impulse was to investigate 
how people "explore their fascinations." At one point Cronenberg rhetorically asks if the movie is about Woods's corruption 'by 
"daoooratio capitalism" or his own "private obsession." Clearly it's about the intersection of both — the peril people face 'by having 
constant access to the means to give in to their dark impulses and the Inhumanity of the providers who give the people what they 
want but shouldn't hava Cronen'berg goes on to point out that the film's not an attack on TV or film specifically, but about the 
influence of electronic media in general, which is one of the reasons why it's dated so well 

Another thing the book makes clear la how haphaaardly VIBEOBROHE was created. The nature of the conspiracy changed over the 
course of filming, and Eickl's and Bianca's parts flip flopped in importance as Cronenberg worked out the siory. As evidenced by 
the stills on the back of MCA's old video box (and included in the book), a lot of scenes that were shot never made it into the 
final cut. Though the 'book discusses some of them, it would have 'been nice if Lucas had descrl'bed then in greater detail or even 
provided a "Video Watchdog"— like analysla 

The 'book also details how hard Cronen'berg struggled with the film's anticlimactic and unsatisfying ending. Unfortunately, he never 
quite got It right The abandoned ship with its hellish barrel of fire is an appropriately desolate place for an assassin to hide, 
but Max's hallucination — induced suicide isn't clearly enough identified as a product of his tumor, and what the "new flesh" really 
means to the deranged Max isn't satisfactorily explained. 

At one point in the editing process Cronenberg completely baffled a test screening audience by cutting out the film's entire first 
reel, making him realise he had gotten too close to the material. Even with thoae scenes restored, the finished version feels 
incomplete, and would probably benefit from some fleshing out (no pun inte n ded), though not necessa r ily with the fifteen minutes of 
extra footage In ■Qie television version, which Cronenberg disowns. Whether VlDBCDROME’s opaque storyline and brief running time - 
ifs tied with SHI'VERS as the shortest of his features — adds to its enduring mystique is another question. This feeling of 
underdevelopment leads Lucas to correctly oharaotariza the film as a “dazzling mercurial fallura" Ee describes the filming as "one 
or two professional degrees removed from improvisation," and the extensive cast and crew interviews, which make up the middle half 
of the book, support this. 

One myth the book helpfully dispels is that Cronenberg's film was a small production destined from the beginning for oulthood. In 
reality, Cronenberg was coming off SCABHERS, the biggest hit of his career, and VIEEODROHE had a budget of $5.5 million dollars 
and an exclusive distribution deal with Universal Star Jamss Woods was fresh from his Oscar nomination for THE OEIOE FIELDS, and 
Co star Dehhle Harry was an Internationally known pop singer who appeared on David Letterman's show to promote it. The film 
received middling reviews and fared poorly in its theatrical run, but its vldeocassette had "one of the largest pre — orders" in MCA 
Universal's history. Unlike other cult films, VIDEODROUE was in the moviegoing public's conaclouanees from the beginning, and 
whatever limits it had to its popularity were more the result of its subject matter than any extemalltiea 

Even for movie buffs with no particular love for the film, 'the 'book is important as a record of an artist at his creative peak. 
According to its cinematographer Mark Irwin, Cronenberg "keeps remaking the same film. ..probably the eun total of David's works 
will 'be more powerful and impressive than any single film on its own," and within the context of the director's total output, it's 
the best realiza'tion of themes he'd been exploring his entire career. Retrospectively, TEE FLY may be bis most successful film 
overall, but at the price of having to adhere his aesthetics to a conventionally structured story not his own oration. Cronenberg 
had 10 years to allow VIDEODROME to percolate before tackling it, and its opaqueness— and resonance- is partly the result of him 
pushing his stock of ideas to i'ts Intellectual limit It's also possible that the chaotic nature of Its filming— due in part to 
Cronenterg's Indecisiveness a'bout its plot -forced him to "tap Into a less filtered vein of creativity, which freed him from his 
inhibitiona 

Transformation is a key theme in VIDEODROUE, and the film seems to have had a transformative impact on its creator as well It's 
apparent now that Cronenberg really belongs to that small class of intellectual directors who started out making influential genre 
films before outgrowing them for more uneven arthouse or mainstream fare; all he needs now is an Oscar — winning Holocaust movie to 
put him alongside Polanski and Spielberg The downside of this career path is that while his early films boldly pushed the 
boundaries of the genre beyond their established ‘borders, his more serious films from the 1990's — onward have f allpj i short of their 
posaibllitlea In one of the book's interviews he sneers at the label "the king of venereal horror" ae something "created by orltloa," 
and it's inapt for 'VIDEODROUE, but it's also 'the closest tag yet devised for his disparate career, especially when quotes like, "1 
tbinV violence has sexuality at its base, that all violence stems from sexual violence," are considered. 
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The social critique in SHIVERS was pretty clear, and his follow— up films all took aim at other then— modern aspects of 
society: indiscriminate sex in the wake of the birth control pill, the Vest's shift from Christian values to bogus, post — religious 
"spirituality," the emergence of the pharmaceutical industry and its introduction of maintenance drugs, and the growing omnipres- 
ence of the media in society. The impression his early films give is that individuals are powerless against their own cultural 
proosssas, as though human evolution has not yet found a way to control its own creationa VIBEODEOUE is this idea pushed to its 
farthest reaching and most explicit conclusion. 

After VIDEODROME, nearly all of Cronenberg's movies were based on pre — existing souroea Uany — THE PLY, DEAD RIHGIRS, CRASH, IL 
BUTTERPLY, EXISTEHZ— nakedly continue his fascination with the transformatlon/mu'tatlon of the human body, but none is as 
imaginative or (dare I say) philosophical as VIDEODROUE. The further he got from m akin g "genre" movies, the more his 
intellect ual ja m took over and the more his films lost the sense that they were guided by a passionate artist as opposed to a 
theorist CRASH and NAKED LUNCH were curiously anemic versions of outre fiction, and his two most critically acclaimed recent 
movies— A HISTORY OP VIOLENCE and EASTERN FROiCSES— feel like awkward attempts to elevate genre cliches, and out of touch with 
modem culture. 

Did he say all he had to say with VIDEODROUE? By that point he had oritical acceptance of his work (a book devoted to his films, 
“The Shape of Rage," was published in 1983), the admiration of his fellow genre directors, a sizable cult following among the movie 
going public, and studio support. His two Immediate follow— upe, TEE DEAD ZONE and THE PLY, were terrifically crafted but added 
nothing new to the Cronenberg mythoa, while DEAD RINGERS (a project he'd been working on since the VIDEODROUE ereO almost liter- 
ally described the cleaving of his career into genre and arthouse halves with its tale of demented twin brothers Despite this 
shift, VIDEOBROUE's main thsmes never completely disappeared from bis films EEISTEHZ comes closest to updating them, and as the 
only script penned by the director himself since VIDEODROUE, it's clear they’re still part of his ooncerna It's just that be seems to 
have forgotten how to express them. 

Tim Lucas is the only writer who could have written this book. As a Baby Boomer "monster kid," he self published introductory 
Issues of two fanzines in the 1970 ’b (a third was never distributed) and spent his free time in Ohio moviehousea He wrote for 
"Clnef&ntastlque" for ten years at the start of his career and as a writer for that magazine was the only journalist permitted to 
spend time on VIDSODROUE's set. Els article on 'the making of the film belatedly appeared In a bastardized version, which he dis- 
owned, and the original manuscript and Interviews based on his set visit languished unseen for a quarter century. It was only after 
be struck out on his own that he found his own writing style and became the fathe r of modem genre film writing, best described as 
obsessive without being (if still somewhat "nerdy," as the "Sore Gazette" once sniffed) and enthusiastic without being 

slavishly fannish Comparing running times between multiple versions of a movie, blueprinting the connections among personnel from 
film to film, and divining the genealogy of influences on a film’s story all helped personalize the video watching experience and 
make up for the loss that occurred in the transition from the big screen to small in the 1980'a The isolation inherent in watching 
movies at home was leavened by the community of scholastics that sprung up among fanzine writers and readers and later on the 
internet, and Lucas’s pivotal rolas as expert and discussion leader good God, twenty years after his first major Franco article he 
con stiU muster 16,000 words for the man? helped set the parameters for the conversations this once disreputable type of cineaste 
has with his fellow obsesaivsB. In the years since his unhappy experience with "Clnefantastlque’a" tmatment of his VIDEODROME 
article he’s launched his own magazine, "Video Watchdog," in 1990, and in 8007 published the beat book ever devoted to a single 
filmmaker, "Mario Bava; All the Colors of the Dark." The incredibly researched "Bava book" took two decades to write and as a work 
of art is probably a greater achievement than any one of Bava's individual films But after Its publication and the 8008 release 
of his VIBEODEOUE book, Lucas seems to have transformed in his own way. He still publishes and contributes to VW but is less of an 
influence on its tone, and he's ceded tbe magazine’s prime real estate to a varied stable of contributora His Video Watchblog, which 
he once complained was sucking dry the energy he used for the magazine, is rarely updated anymore, and he now seems to prefer the 
instantaneous (and largely uncritical) feedback of constant Facebook updates In his editorial in Video Watchdog he admits that 
his "passion for horror and fantasy cinema has diminished over the past couple of yeara" Fart of this "boredom" he chalks up to 
the publication of the Bava book, but relieving himse lf of the burden of VIDEODROME, which was his first on-set assignment as a 
writer, also seems to have closed a door. Judging from his online posts, he's more enthusiastic about music and script writing today 
than the movies on which he built his reputation, and although he's not abandoned them, he seeme as set on a different creaUve 
course after his VIDEODROUE book as Cronenberg was after releasing his f ilm. In true Cronenbergisn fashion, Lucas has admitted 
"the procees Is still coming into focua" 


WORLD OH A WIRE 

By Grog Zlklore 

I went to see WELT AM DRAHT (aka WORLD ON A WIRE), Fassbinder's 1973 TV movie at UOUA. 805 minutes in 8 parts and previously 
super rare es it was only shown on German TV, but now it's on DVB in Europe. It's about a world within a computer world, and has 
been compared to THE MATRIX Since the director has many fans, all the ecreenings were sold out. It was a mixed crowd, from the 
elde r ly to younger olnephilea Like most lower— budgeted sol — fl films of Europe and the CIS, there wasn’t money to build crazy sets 
or for effeirta Rather you're supposed to believe the normal everyday scene is taking place wi'thln a computer, or spaceship, eto, 
which leads to commentary about what's real or a dream. There's alan a lot of off-beat humor and some fight scenes The injuries in 
the film are comical, like when a ton a bricks falls on a woman, or when the main character tries to shoot his girlfriend with a 
rifle as she drives up to his house, saying he fired because he was scared. Each episode ende with the pleasant rock instrumental 
"Albatross," Fleetwood Mao' a hit single from '69. Towards "the end, during the shootout, one person's cell phone kept ringing the T— 
Mobile song which led to eoreams and yells to shut up Then during a crane shot of tbe bullet riddled body, the phone rang again 
and immediately there were 15 groans in unison. It went well with the shot! 
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watching the new Kagisa O^ma set from Criterion when I heard what sounded like someone kicking a door, followed by inconsolable 
weeping. I guess I could have stopped him, but I was so enthralled by the stylish excesses of VIOLENCE AT NOON that I ignored it I 
really had to turn up the volume because his sobbing was distracting me from paying proper attention to the aubtitlsa” 

Arthur Boorshaw and his wife Kathryn Leverman, one floor beneath Snearaon, also missed the tragedy. "It was my turn to cook 
dinner for us, and I'd made a wonderful Coq au Vin, with Tarte aux Pommes, my specialty, for dessert” Arthur stated. "After that we 
split a fine bottle of chardonnay while watching the Tony Gilroy drama STATE OE PLAY, and afterward we discussed the moral and 
sooial implications of the film, like we always do." Their paseion made them miss the suicide "Our conversations often get heated 
when we hash these things out so I'm not surprised we didn't notice anything. Kathryn’s heart is in the right place, but her view 
of the affects of proprietary corporate technologies on oonanunltlss of color is so early 2000' a” 

Kathryn Leverman was relieved she missed the suicide "Arthur lives in a fantasy world where the Constitution has merely been 
shredded, not obliterated. The next thing you know he' 11 be justifying the Patriot Act or border enforcement. We just consider 
ourselves lucky that our baby didn't happen to look out the window and see it,” she said in reference to the two year old Belgian 
oockapoo in her arms "She would have kept us up all night with her crying. Wouldn't you? Wouldn't you? Oh yes, you would have, 
you big girl you." 

Police received a flurry of 911 calls immediately after the event, and multiple eyewitnesses have come forward to provide 
additional details Although no one on the ground was injured by Berenson's eight story plunge, two female students walking 
nearby at the moment of impact were splattered with grue and taken to Bellvue overnight for psychiatric evaluation. 

JoAnn Farley and her husband live on the fifth floor and saw Berenson fall past their window. "We'd just ordered GI JOE from On 
Demand and as I got up to get Greg another beer I happened to look out the window and see something go past re ally fast. I 
thought it was a 'bag of gar'bage or something,” lira Farley, who is five months pregnant, stated. "I didn't realize it was a person, 
or that all the police were there,” she added. "Because, Jesus Christ, that movie is loud.” Ur. Farley suspects the sound of Berenson’s 
body hitting the sidewalk may have been covered by one of his own fortuitously timed belohea 

The eyewitness with the clearest view was Kyle Black, 20, who recently lost his Job at NYU' s Purple Violet Caf6 and lives on the 
floor 'below the Farleya "I know I shouldn't say this, but it was pretty fucking cool I mean, it's sod and all that shit, but like, 

1 love horror movies and always wondered what a real dead body looked like. I just finished ROUSE OF THE DEVIL, you know, that 
Ty West thing, and it was meb. I probably should have watched that new Naschy Elu Ray but whatever. Anyway, I heard this splat 
and was like, Holy shit! and ran to my window and the first thing I thought of was that Warhol movie where they throw the baby 
out the window and the sidewalk has this busted watermelon.” Black claims to have seen Berenson actually fall past his window. "It 
was weird, he went down feet first and was totally stiff Uke he was Uichael Ueyers or something from, you know, Rob Zombie's 
EALLOWEEN. I swear his eyes were open and be was looking in my window as he went past I guess I'm Just lucky I wasn't jackin' it 
Though I guess it wouldn't matter." 

Third floor resident Geraldine DiCrescenza was also oblivious to the scene outside, despite the fact that bone fragments and an 
eyeball bounced off her window. "When I'm watching my shows, nothing can distract me, not even if Chris Noth himself come to my 
door." While people streamed and ambulances wailed, "Breaking Bad" had DiCrescenza enraptured. "Now that '24' and 'Lost' are over, 
I'm only left with this, 'Mad Men,' 'Entourage,' 'Weeds,' 'True Blood,' 'Hung,' 'Justified,' 'Sons of Anarchy,’ and 'Nip/Tuck.' I don't 
have time to worry a'bout what's outside when what's happening here week to week is so much more Interesting!" 

Donetta Tyson Jones, on the second floor, did not want to speak a'bout what she saw. "Nuh uh, I didn't see nothing," she said through 
the two inch gap she allowed 'between her door and its frame. "And I ain't taking this chain off." She later stated off the record 
that her daughter and some friends were watching American Idol when the tragedy oocurred and did not hear the commotion. 

Ground floor newlyweds Chuck and Noelle Yupperman were both home at the time. "Those damn kids upstairs were singing and dancing 
around, so I couldn't hear anything." She sighed. "I got so tired of making fun of 'American Idol' and I'ts viewers after season four. 
There is no shortage of American stupidity available on television, but ultimately you just have to say, ‘I'm above even making fun 
of thia' 1 mean, it's clear now that even the best long form dramas are soap operas for college grada" 
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"Personally, I — " ber husband Chuck added. 

"So instead I played the ffil I guess I played for about an hour and a half, and then I let him play around ten when I got bored 
of it 1 didn't hear or see anything outside because of those damn kids," 

Hor did her husband. “I was watching Noelle play. She gets mad and yells at me when I don't" Then he added quietly, "Though some 
times I sneak a look at my iPhone." 

Noelle did not know the deceased and had very little sympathy for him. "The bright aide of all this is that maybe the bad 
publicity will bring our rent down. Though 1 r^Uy hope this makes those kids move ouf 

Berenson was a sophomore in the university's film sehooL Friends said earlier In the day he had dropped his Shooting on Film class 
after learning the course had been renamed Bigital Filmmaking this semester, 

Police have yet to determine a motiva Berenson is the forty.second film student from the university to commit suicide this year. 



This article is about Seoksnappera They appear in films whsre someone 
is killed wi'th an efficient necksnap. Before Tan Samme became a house — 
hold name with BLOOBSPORT, he did a few films where he played the 
villain; HO BETRIAT HO SURREHBER, and 1986'a BLACK KAOLS. This film 
was repackage after his success, to capitalise on it, Sho Eoeugi was the 
star, also a big star at 'the time. This scene concerns Van Damme's 
introduction in the movia On a boat of pirates, one good guy goes 
haywire and revolts, drawing a gun and shooting a guard. Van Damme 
appears wearing only black spandex shorts and does some round kicks 
on him. The guy is no match for the martial arts skills and goes down. 
Van Damme then does the neck snapper, stepping on his neck and twist 
ing his hips from side 'to side with his hands splayed. Almost like a 
slow dance. Whereas a similar move is done by Bruce Lee in EHTSR THE 
DRAGOH, Lee does not enjoy it and looks sad. Here, you see the twisting 
motion of the neck snapper. It's like he's almost bored wi'th this act of 
killing, his level of skill being so much higher than that of his 
opponent. Another good one is In TEE PUHISEEE with Dolph Lundgren, he 
snaps the neck of an evil lady ninja who betrayed him, while lifting 
her off the ground. 
Recently I saw 'the 
2009 film THE 
LEGEND OF CEUH LL 
It's s'trange that 
they would make a 
film based on the 
"Street Fighter II" 
character, but 



again. 


s the 

I n ecks n apping. In the 
gome Chun Li wore a 
skimpy skirt and 
devastating 

I lighting kick 
attack that would 
viciously thrash 
anyone stuck in the 

corner. In the feature film, they knew they could put thoee large cream colored thighs to work. ...this tine to bring death to her 
nemesis in the fUm. She flips him over a balcony and does flips. ..landing with her thighs crosswise on his neck, and then brings 
death with a snap It's the final scene in the film: everything built up to it from 'before. When you watch 'this scene or any other 
worthy neoksnapping scene, yell this out in a battle cry 'to put welts on glaciers miles away — 
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Screamproof 

Coffin 



Casting a critical eye on modem 
low-tudget horror movies 


By RJ VIhestpenny 


S. DARgQ 

Richard Kelly's DOMIB DARKO was a science-fiction version of "An Occurrence at Owl Creek Bridge" for 21" century audiences inured 
to the trick ending of Bierce's story. In keeping with our overheated age of information, it gave its main character the self- 
awareness to know he was trapped in his death-dream hut denied him the power to save himself from it Jake Gyllenhaal starred as 
Bonnie, a moody teen suspected of having sohihophrenia, who slowly came to the realization that the world around him was not the 
"primary universe’’ but a '“tangent" one created by a wormhole in time, and that he alone had the ability to stop the two universes 
from destroying each other, at the coat of his Ufa 

Although the sci-fi undergirding the story remains obscure even after several vieivings, BARKO ultimately worked because it 
perfectly captured the narcissism of teenagers trying to navigate the identity creation process of high school On the most basic 
level it was a coming— of— age film, wittily showing how teenagers go from believing themselves to be the center of the universe to 
maturing into the realization that they’re not so important after all and that life will go on without them. Donnie’s growing 
recognition of his temporary reprieve from death was also Kelly’s personal retelling of the end of his own teenage years and the 
culture that nourished them. Set in the late ISSO's, Just before the digital age, Bonnie’s America is simpler and almost 
exaggeratedly different from the country today. The film was set in an upper-middle-class world where cellphones, the world wide 
web and racial diversity are unknown, but like its teenage characters, it’s on the cusp of change; Chesterfield County, VA, where 
Kelly grew up, went from being 66^ white in 1990 to 67^ today. Kelly's greatest feat is that he managed to distill his adult 
nostalgia into a four-week period cUmaxing on that most childish of holidays, Halloween. 

S. DARKO was made in 8008 but la set fourteen years earUer, In July, 1995, Just as the original was set thirteen years before its 
autumn 2001 release. It’s less a sequel than a rewrite of the original, told from a different character’s perspectiva In the first 
film, Bonnie's girlfriend Oretchen had to die in 'the parallel universe so he'd be compelled to sacrifice his own life in the primary 
one to save her, and thus the world. The sequel tells the Mtng story from the perspective of Gretchen’s character; our protagonist 
Samantha, Dennis's sister, must die in order for returned Gulf War veteran Iraqi Jack (this film’s ’’Donnie’’) to get killed in a 
meteor shower, this film's version of the first’s Jet engine Washed-up actress Elizabeth Berkeley plays Trudy, a child-killing 
Christian fundamentalist who's essentially the same character as washed-up actor Patrick Swayze’s pederast character Jim Cunning- 
ham in the original film. And in both films the main character has his or her God-designated role-Samontha as a “Uanipulated 
Living" and Lonnie as a ’’Living Receiver,’’ in the films’ terminology-in saving the universe made clear to them in a movie theater, 
using the distinction between what's being projected on the movls screen and the audience watching it to illustrate the films’ idea 
of two parallel universes, one real and one not. 

While the sequel’s script obviously understands the rules that Kelly laid out for his twin universes in the first fUm, it lacks the 
humanizing specificity of character and setting that gave the original its warmth. The things that Kelly mourns for in the 
vanished culture of the 1980’3 carry dramatic weight because they were particular to that time and to the memories of those who 
lived through them, while the 1990'8 have remained stubbornly resistant to nostalgia even after fifteen yeara S. DARKO is not a 
commentary on the blankness of post-1980’s culture but a product of it, set in a small town in Utah that could have existed in any 
of the past five decadee. Like too many horror movlea It drope its characters Into a generic small town wl’th stock characters, 
making it difficult to care about the end of the universe in a place where time seems to have already stopped. 

It's not as though the elements aren't there in the sequel for a vision as perasnal as the first's Samantha end her best friend 
Corey are on a rood trip from Virginia to Los Angeles to find Joto as dancers presumably in a strip club. It’s inferred early on 
that the Dorko family was shattered hy Donnie's death and that Samantha is escaping at the earliest possible opportunity from a 
screwed-up home Ufa She and Corey are faithful representatives of the type of naive but damaged teens who still believe the fan- 
tasy of LA as a place that will free them from ’their unhappy realities Kids like that pack up and head out west to escape their 
demons but usually end up running into the arms of stronger and more dangerous versions of them. But Hollywood can only continue 
to exist as long as it can convincingly sell the fantasy. 

After getting sidetracked in Utah along the way, the girls realise that despite their friendship, their destinies are meant to 
diverge, and Samantha eventually returns to Virginia while Corey, clearly the more damaged of the two, elects to stay behind and 
commit herself to what can only be described as a hopelessly white trash future. The girls’ character arcs make a nice coming — of- 
age compliment to Donnie’s, although the girls are ultima’tely denied the kind of closure that Donnie received in his final houra 
The film’s problem isn't the girls’ characters, which are sharply defined, but rather the lack of credible interactions with people 
along the way who will catalyse their maturation-authority figures like Cunningham and Drew Barrymore's teacher character to 
open their eyes, or Impoirtant sexual relationships that plumb their emotional depths, like Donnie’s with Gretchen. Instead, the Utah 
townspeople have a 1990'8-Lynohlan quirkiness that even Lynch had ou'tgrown by the time HULEOLLAND DRIVE, his own film about a 
damaged woman escaping to a hellish LA., was finished. 
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The film's most interesting narrative device, and its videst derivation from the original, comes when Samantha is unexpectedly 
kill ed hy a car and Corey temporarily takes center stage in a par alle l universe of her own. The film's use of two parallel 
universes Is a welcome expansion of the rules laid down in IXIBHE. and a sign of the faith the filmmakers had in its audience. But 
the film's overall lack of a personal vision similar to Kelly's allows for awkward missteps in tone and presentation. Bo other film 
in recent memory has pandered so shamelessly to connoisseurs of the teenage midriff or so relentlessly exploited the 'bodies of girls 
it was supposedly trying to build sympathy for. There's no nudity, hut most scenes feature the girls wandering around in the 
skimpiest of ou'tfits for the flimsiest of reasons. This lasciviousness, along wi'th the film's fashionable Chriatian-bashing and 
poorly realised representations of its sol-fi phenomena, are constant reminders that the (very much male} personnel behind the 
camera have a completely different approach to the material from Kelly, staying true to his ideas while expanding upon them but 
missing their compelling autobiographical urgency. 


TiTnmniiTf^ shock AMU terror 

James Nguyen's BIRBEUIC is irredeemably bad, a sub^amateur home video with the outslsed ambition to 'be a socially cona:ious horror 
movia Harra'tively and structurally it's a creative diminution of THE BIRDS, with a slow-building first half that follows the 
burgeoning romance between its leads in excruciating detail while occasionally dropping in foreboding scenes involving sick or 
misbehaving birds and a second half that has the now — intimate couple fleeing for safety. BIRDEUIC has picked up a small cult 
following mainly for its incompetent special effects, which make the effects In THE QIANT CLAW look like JURASSIC PARK' s in 
comparison. Pitiably for a movie about birds that attack and kill people, 'there are no close-ups of the birds actually attacking 
and killing people, and in wide shots the birds look like they've been generated by a computer program designed by little children. 
Nor do the birds act like any bird you've ever seen acts, un l ess you've seen birds that vomit add, swoop out of the sky to slit 
peoples' throats, or make gas station pumps explode by dive bombing into them. Uost of the 'time they just hover in place, not 
unlike the actors, as though waiting for direction. 

Every other technical credit in the movie is Just as unprofessional, which is almost inexplicable in an age where teenagers on home 
computers can seamlessly edit picture and sound and digital cameras good enough for network 'television are available for rent, 
Whereas Hitchcock kept music off the soundtrack during bis attack scenes to hdghten the birds' terrifying screeching, Nguyen 
smothers them with synthesizer, sometimes repeating the same short cue over and over until the viewer Is 'begging for 'the birds 'to 
win so ths scene will end. 

Hitchcock also refrained from giving a reason for 'the birds’ attacks, which a'bsolved his leads from having to find a solution to 
stop them. Nguyen 'takes 'the opposite track, making it clear from the outset 'that man — made global warming is 'the culprl't, and then 
tries to explain to Mankind how to properly live their Livea Global warming and not horror movies is obviously Nguyen's real 
passion, and it's the hilariously unsubtle way he shoehorns it into every scene that’s funny, not the high school level filmmaking 
Fans eager 'to embrace BIRDEUIC for its pure badness will deny this, but each scene has actually been carefully thought out in 
order to hammer i'ts audience over the bead with a message of environmental reconciliation between Uan and Nature. This meticulous 
construction doesn't make it good, of course it makes it wonderfully awful in the way that olumey propaganda always la Despite 
its careful thievery from Hitchcock, the real inspirations for BTEDEUIC are "issue films" like JOHN Q and THE GREEN BERETS. What 
would have been the subtext in a well-written film (think LONG WEEKEND) is shoved like snuff under the drowsy viewer's nose here 
un'tdl it blots out everything else, including suspense, character developmen't, and drama. 

Like a 19th century novel in which every chapter is a step toward Christian redemption for its sinning young protagonist, every 
scene here inexorably guides Rod on his pilgarlic's progress from an environmen'tally unaware diner pa'tron 'to a self sufficient 
fisherman and child of nature. A drawn-out early scene shows Rod get in his car, back out of his driveway, drive to a gas station, 
get out, pump gas, get bock in, and drive away. This scene is completely pointless unless the viewer realizes it's paired with a 
later one where Rod’s held up by a motorist stranded by the road and desperate for gaa When the holdup man is killed by a bird, 
Rod gets back In his oar and dri've© off without his gas can, showing us he's no longer "addicted to oil,” as hypocritical media 
types like to put it. 

Other scenes intended to convince us of his social responsibility show him negotiating the purchase of a solar panel for nineteen 
thousand dollars; asking a pair of venture capitalists he’s invited to hie office for a ten million dollar Investment In cheap 
consumer-grade solar panels; seeing AN INCONVENIEKT TRUTH in the theater and praising it afterward; and talking to a tweedy 
ornithologiat who lectures them a'bout man's culpability in nature's disasters, which plays like an unintentional parody of the 
"Professor Exposition" characters in Fifties eci fi films. 

Because it uses THE BIRDS as a template, BIRDEUIC s flaws are similar to those in Hitchcock's film, only msgnlfled. In issue three 
of "HORRORS OF THE SCREEN" (January 1964), editor John Eyman re'^riews THE BIRDS and pinpoints what those problems ara Although 
he concedes it "contains many bizarre, shocking scenes of birds massing to attack people," and that "the effects are ghastly and 
weirdly fascinating,” Eyman is lukewarm on it overall, feeling "ihls picture needs but one 'thing to make It one of 'Hitchcock's 
greatest' -a plct. It is more like a tour through a wax museum without a guide than a motion picture. One stumbles from one 'shock' 
to another; there is no substantial plot "to provide a smoo'th transi'tion from one 'bird scene' to another." 

Although essentially correct, Eyman' s criticism stings today 'because THE BIRDS is now regarded ss a classic. Reading critical 
contemporary re'views of classic movies is disconcerting because It undermines the foundations ui>on which the medium is bull^ time 
burnishes the flaws of a future classic while a re evaluation diminishes its importance. One of 'the reasons THE BIRDS is now a 
classic is because it’s yet to be supersede! of the "wild nature" films, only JA^ comparea 

If THE BlRDS's place in film history is secure, so is BlRDEUlC's, unfortunately. The D'V revolution as sold to us by the techno-geeks 
who now commandeer 'the film industry was supposed to bring ar'tistic freedom to the thousands of outland auteurs who, freed from 
the expensive necessity of shooting and editing on film, could bypass unions, foous groups, and memo writing executives and make 
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and distribute movies without uncreative interference. But ten years after the BLAIB WITCH PROJECT was the first to capitalize on 
this promise, its most successful followup was 2009‘s PARAKORHAI ACTIVITY, which closely mimicked both BIAIR WITCH'S found-footage 
conceit and its savvy marketing campaign. (CLOVERPIEll), mainstream Hollywood's version of BIAIR WITCH, had a similarly 
"interactive" marketing campaign, suggesting the filmmakers' lack of faith in their audiences' w lllin gneaa to pay for ninety 
minutes of shaky handhsld footega) In reality, the most notable homegrown genre movies of the decade, PRIMER, RETURH IH REE, and 
REELECnOBS OE EVIL, were shot on film in what now seems like an act of defiance against the seemingly endless number of self- 
indulgent SOV movies the likes of which even Troma would be too embarrassed to distribute. By the end of the first decade of 
digital freedom, nearly every indie-fUa distributor was either shuttered or subsumed within a major, print publications like FILM 
THREAT and P8YCH0TR0HIC VIDBO had shut down, and cookie-outter, big-budget Hollywood horror movies were more popular than ever 
while films of a more individual nature were stuffed down the Hetflix hole without fenfare. 

BIREEMIC’s bovine — like cluelesaness beyond shouting its message at viewers signifies one more retreat from independently made 
films' usefulness as an alternative 'to the increasingly homogenized mainstream, like the start up showmen making one reelers one 
hundred years ago, Hguyen is trying to learn the basic language of movies: the best way to shoot an action scene, to show two 
people talking, and to write a third act that doesn't go on too long or seem too obvious, And without these fundamentals, all the 
dogma in the world can't create something worthy of respect. Of course, not every digital feature is ae bad as BIREEUIC, which is 
an outlier even by the pretty low standards of the medium. One happy example of an indie SOV horror film that works is 

POP SgULI 

an experimental mood piece shot for S3000 in Birmingham, Alabama Its center of gravity is Eaniel, a college age dropout who's just 
been dumped by his girlfriend. This is the first real breakup Daniel' s been through, and it' a driven him into a realistically 
presanted dspresalon, which finds him sleeping late, moping around the house with his guitar and dulling his senaas with OTC cold 
and allergy pills from CVS that leave him in a constant daze. The pills may also be giving him halluclmtions starring the two 
former owners of his parents' house, who years ago killed a girl in the biackyard before committing suicide. And if it's not the 
pilla, he’s in real trouble, because they seem intent on compelling bim to follow in their footatepa 

The "insight mistaken for msdn^” theme is a familiar one, and DOHHIE DARKO casts its shadow over the film, especially In Daniel's 
consciousness melting blackouts and hallucinations (he even wakes up by the side of the road at one point) and in specific shots 
where he glowers up at the camera as though possessed. But POP SKULL avoids DARKO’s melancholy and gets inside Daniel's head in 
a way Kelly's sociology and nostalgia held the viewer at a sentimen'tal distance from Donnla Instead, Daniel’s part of the artistic 
tradition of fragile young men like Quentin Compson who lack the social skills to fit in to masculine Southern culture He' a got 
the droning voice and slow witted thought processes of a pothead, and the slightly mocking tone the movie takes toward his addled 
state is its cleverest decision ("1 hope he dies in a rock climbing accident,” is one of the most unexpectedly wonderful lines of 
narration, ever). He dabbles in the arts (of course!) but lacks the motivation or ambition to actually finish anything, and there's a 
ring of truth to his mundane existence that movies usually miM by trying to define their characters too uniquely. He seems content 
to spend bis life in his small town and gradually waste away before disappearing from the earth altogether. Sensitive and heart 
broken, Daniel capture the lovesick confusion of being a teenager so well that when the horror finally comes it feels like an 
Imposition. 

It's important to bring up the South's Identity in the arts when writing a'bout FOP SKULL because the movie captures its sense of 
place better than most films do, and without tarting it up to meet outsiders’ expectations. Horthemers often have a hard time 
writing about movies or novels set in the South without 'being condescending, since our perception of it is largely formed by 
stereotypes filtered through expats with grudges or simplifications based on the moral superiority that coastal people project 
through their own arte. Bon southerners tend 'to look critically at the real South while simultaneously romanticizing it In their 
books and movies as a bucolic, relaxing utopia where everyone's friendly. Judged through the prism of fiorthemers' preconceived 
notiona Alabama is second from the bottom of negatively stereotyped states, above only West Virginia, a mixture of vaguely 
remembered civil rights protests, good ol' boy anthems and overweight, ignorant flag waving Blble-beltera Deeplte some terrible 
general statistics — it ranks among the worst states in education, o'besity and poverty — generalizations are always 
imprecise, and Birming h am has a small but thri'ving art scene, which probably helps account for why POP SKULL feels as 
cosmopolitan and cutting edge as it does despite being set out in the country. 

FOP SKULL'S strong sense of place is reminiscent of older genre filmmaking, which g-lsn lacked the regional self — consciousness that 
the modern artistic mindset mistakes for a marketing tool Director Adam Wlngard has obviously ■been in Daniel’ s shoes, and POP 
SKULL la distinct enough from typical genre fare to appeal primarily •to those who have been there too. It will not appeal to 
young males too immature to have bad (or simply to admit to having had) similar feelings, and older viewers reconciled to forsaken 
dreams, whose memories of youthful heartache lie buried under years of settling for the safety of routine, will no doubt mistake 
the intensity of Daniel's pain for bathos, It asks of the viewer an open-mindedness (and heartedness) that audiences, and especially 
horror audiences, lulled into cynicism and passivity by Hollywood's marketers, have grown wary of and resistant ta 

Though POP SKULL succeeds at many elements that are difficult to pull off, not everything worka The rapid — fixe editing during 
Daniel's freakoute earned the film a pre— credit a warning to epileptics but don't oon'vlnoingly convey his s'tate of mind, coming 
off as show— offy. 

It ends with the scene of violence that the movie's been slowly b uildin g up to, As well — handled as nearly everything preceding it, 
the murder isn't played for thrilla It's grim and grisly but oddly dreamlike, scored to a slow — burning "Ave Maria” on the sound- 
track. His subsequent panic and refuge in the one place he feels safe ring true: the arc of hie crime has the banality of a story 
ripped from the kind of lurid "true detective" magazines that once flourished, only here it's told from the killer's perspective 
Unfortunately, the closing shot of his manic eyes feels like the kind of last second parting shot that more gimmicky horror movies 
end with. 

Ah, poor Daniel! Every man has been a Daniel at some point, and the feeling of "I can't believe it's over” is probably not much 
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different from the incredulity one vould feel at seeing a ghost FOP SKULL doesn't belabor the point, but a broken heart and 
spectral beings are both nearly — physical manifestations of loss; each seems completely real without actually being corporeal Like 
a ghost, the presence of an absent loved one truly is haunting, and rare is the film that understands this. 


RfiVlHlting UEATH AT LOVE HOUSE 25 years later 

By Orog Ziklora 

Uost everyone can remember seeing a film at a young age and having it affect them. Whether it was scary or funny, it's always 
interesting to see it again as an adult to see how it compares to your initial viewing 

DEATH AT LOVE ROUSE was released in 1976 as a 
TV movie. Directed by veteran TV director EW 
Swackhamer, it stars Kate Jackson end Robert 
Vagner as a couple moving into an old 
Hollywood mansion. The house was previously 
owned by Loma Love, a silent film star who 
had been killed In a fire in the house. It 
turns out that Love was part of a black magic 
cult and Vagner's father had had an affair 
with Love back in her 1920's and 1930's heyday 
and had come under the Influence of some of 
her spells. Pretty soon, odd things start 
happening in the house and we see that Lorna 
Love seems to still be alive and has now be 
witched the son, Wagner. There are many creepy 
scenes, such as the discovery of the cult by 
specialist John Carradlne, who is then killed 
by a fear induced heart attack brought on by 
the sight of seeing a hooded cult member 
approaching him next to a fountain In a night 
thunderstorm. This reminds me now of a scene in 
the 2004 video game "Resident Evil 4'' Another 
scene has a maid’s face falling off, revealing 
it was a disguise that Love was wearing a 
scene similar to the one that would appear years later in the “Hello Orandma" sequence of EALIOWEEH m 

I watched DEATH AT LOVE HOUSE 25 years after 1 first viewed it on TV and still found it creepy and effectiva Though certainly 
not as terrifying as I remembered, it was still strong for a TV movie, even by the high quality standards of TV movies in the TO'a 

In the summer of 1963, I had just finished first grade and DEATH AT LOVE HOUSE was on TV late at night. I watched it with my dad, 
standing up, and since we got sucked into the story, we did not speak to each other. At the commercial breaks it would show 
upcoming scenes from later in the film, the most prominent of which was the reveal at the end, of Loma Love's burnt, melted face 
being shown swaying In the bed next to Vagner. I thought nothing of it, and watched the film from the beginning Creepy scenes 
followed, like the reveal of Love’s preserved body in the garden. In that scene, Wagner and Jackson are being shown the house and 
be sees Love running by a fountain, so be follows her and finds the wax preserved body, which impresses Jackson by looking so 
young. All was fine with me during the movie, but after the 4“ or 5“ showing of the melted face during the commercial break, a 
paralyzing fear came over me in anticipation 
of that scene Why? I had seen the shot 
several times already, but perhaps in the 
context of the whole story it built up fear 
inside me. The film ends with them finding 
her, but she dies in another conflagration 
scene "Scooby Doo" was on afterwards so I 
watched that to mellow out, but it was a 
futile effort I was too terrified to sleep, so 
my mother sat in a chair next to my bed to 
comfort me. She quickly fell asleep and, 
turning over, 1 saw her turned head and hair 
and it was the same shot from the film that 
had terrified m^ I didn't sleep that night, 
and the next day we had a sleepover at the 
day camp I was attending The camp's plan was 
to sleep in sleeping bags on the linoleum 
floor of the reo room. I was too tired from 
being awake the entire night before ao 1 fell 
asleep pretty early and missed the handouts 
of scrumptious graham crackers that I so 
loved. The next morning, lanky girls told me 
that I bad "slept like a baby." 




26 




THE PHTTCABY OF A PLAYIMG CARP 

By RJ Wheatpenny 

In an old issue of "Sleazoid Express,” Sill Landis once wrote alMut "the girls who appear in second string stroke magazines, turn up 
in nonspeaking nude roles in exploitation movies, and aometimea even fly up unoredlted like dirty human playing cards in the 
background of ma,)or studio movlsa" Beverly Elaine Aadland, who died from compUoatlons of diabetes and congestive heart failure 
on January 5, was one of those girls 

Beverly was bom in Hollywood on September 16th, 1942. Her father, Herbert, was a native of Roberts County, South Dakota who had 
migrated to Los Angeles and worked as a bartender. Her mother, Florence, had come from Texas during the Depression to be a dancer. 
In 1939 she lost her career and her right leg in an auto accident, and as soon as Beverly was bom transferred her ambition onto 
her daughter. At six months old Beverly was already posing for ads, and briefly became the "Ivory Soap Baby." At two she was in 
dance class and at three she had bit parts in movlsa At seven she appeared in the Independent movie THE SECOHD FACE and at 
twelve she got a part in THE EDDIE CANTOR STORY at Warner Bros Even at this young age her measurements were 34 — 18—34, and as 
her mother explained, "by the time she was 11 she had a woman's body -a child's face, but a woman's body," which undoubtedly 
helped her win "Little Hiss America" at 12. Small roles in SOUTH PACIFIC and TOO UOCH, TOO SOON followed, the latter an ironic bit 
of casting since it told the cautionary true life tale of Diana Barrymore, an actress whose burgeoning career was cut short by 
drugs and alcohol 

Beverly grew up without youth. It was later alleged in a Juvenile Court petition that she had been a $100 a trick prostitute 
from age of 12 and regularly went out unsupervised with older men. 

But this eventual slide into sexual delinquency charges was temporarily 
slowed by a fortuitous mee'ting with a faded Hollywood star. While 
working as a dancer on the Gene Kelly movie UARJORIE UORNINGSTAR in 
1953, the fifteen year old Beverly met Errol Flynn, who was nearly fifty 
at the tima A whirlwind romance began, but unlike the relationships that 
led to Flynn's arrest for statutory rape in the 1940‘8, the Flynn 
Aadland cou plin g got the approval of Beverly's mother Flo, who saw it as 
a wonderful way to further her daughter's career. Unfortunately, it 
proved to he the final straw for Herbert, who divorced Flo and moved to 
New York 

Beverly and Flynn, now an alcoholic prone to getting arrested for 
stripping nude in public while wasted, traveled the world for a few 
brief, wild years He took her to Africa while he made THE ROOTS OF 
HEAVEN with Orson Welles for John Huston. It was on that set that he 
caught the malaria that would kill him a year later, but for his last 
year he and Beverly lived like they would live forever. They went to the 
ranch on his island hideaway in Jamaica when they weren't in Cuba, where 
they made what would become bis final movie, CUBAN REBEL GIRLS. This 
was just before Batista was overthrown, and W illiam Randolph Hearst had 
paid Flynn to write some articles a'bout the young revolutionary Csstra 
On New Year's Eve of 1968, the night before Batista's regime toppled, Beverly was alone in a Havana casino fronted by George Raft 
for the Mafia when Castro's forces invaded. She esiaped through a kitchen door and made it back to her hotel alona 

The lovebirds went throi;gh Flynn’s remaining time and money like a yacht through water. When he died of a heart attack in 
Vancouver that October, the now seventeen year oM Beverly cradled his head In her lap as his troubles ended. Unfortunately, hers 
were just beginning. 

At the time of hie death, Beverly claimed Flynn had been trying to make LOLITA with her. "Maybe I'LL do it anyway, but it would 
have been a hell of a lot of fun doing It with him," she c laimed But there would he no more movies. The press, reticent about the 
relationship while Flynn was alive, piled on after his death. Beverly was not invited to his star — studded funeraL with its eulogy 
by Jack Warner and its forest Lawn service, but she made a quick seventeen grand by selling the details of her affair to the 
"London Dedly Sketch." She also produced an unsigned codicil to Flynn's wUL written in an Havana hotel room as Castro's forces 
approached, 'that promised her one third of his estate, but the court deemed it worthless. 

Less than five months after Flynn died, Flo filed suit against Jack Dulln, a 32 year old Beverly Hills skin diving equipment 
dealer, claiming he was trying to lure her precious, underage daughter away from her. When the suit was thrown out, Flo showed up 
drunk at Dulin's and he shot at her. She was 'booked on an intoxication charge and he got a citation for illegal discharge of a 
weapon. The fact that Beverly wasn't even with Dulln that night didn't stop the papers from focusing on her quick rebound, but it 
was her next affair that would really make headlines. 

William Standu was born in Chicago in 1939 and had a troubled childhood. By 16 he'd been arrested in Chicago for burglary, and 
then later in San Diego for the same, By the time he got to Los Angeles he'd decided to become an actor but was working in a 
factory until that dream came trua He was 20 when he met Beverly and was living with his brother Kenneth and widowed mother in 
a bungalow at 1138 North Poinsettla Place in West Hollywood. With his youth, long hair, and bodybuilder physique, it's no mystery 
why Beverly fancied him, but what isn't known Is exactly what happened between them "that early April 

Beverly and William spent every nigh t together for six weeka Toward the end of their romance, Flo caught them necking and tried 
to Intervena She kicked William in the face with her wooden leg and he hack handed her in the jaw, sending her 'to the hospital A 
few days later, while Flo was still in 'the hospital, Beverly rushed out of her apartment at 5 a-m. screaming for the polica The cops 
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come and found William on tbe bed, nude except for his black underwear around one ankle, a ,3S bullet hole in his right temple 
Beverly's first story was that he came over at 2:30 aia, forced his way in, and then shot hlmsalf when she refused his offer of 
marriage. Kis family and friends disputed her story, and it seemed inconsistent with the couples' public behavior the past six 
weeks When he died in the prison ward at LJb General Hospital the next morning (where he’d been booked on suspicion of raping 
her), Beverly was sent to Juvenile Hall as an unsupervlaed juvenile, and the court took action to remove her from Flo's custody, 

Beverly took a lie detector test but the resul'ts were not released. Chief of Detectives Thad Brown stated tha t the au'topsy results 
indicated the gunshot wound was not of the contact variety, and Beverly recanted her initial story. Now she claimed William bad 
raped her, and when he reached for the gun on the floor beside them, she struggled with him for it until it accidentally went off. 

Three days later, a mutual friend named Bob Frofeta went to the papers with a clutch of photographs he'd taken at an Aadland 
party two weeks before William's death. The pictures showed Flo, Beverly and four young underdressed men drunkenly partying in 
nothing but thei r underwear. The moat infamous photo shows Beverly clutching a wine bottle in her left hand while getting punohed 
in the face by her mother. Another photo shows Beverly punching her mother in return. Still more photos were deemed too explicit 


The pictures hit the paper the day of Beverly's court hearing. The judge decided Flo was unfit as a guardian and Beverly was 
taken from her mother. Flo was convicted of contributing to Beverly's delinquency, but her 90 day sentence was later modified to a 
S500 flna When she was arrested for drunkenness the next year, however, a judge vacated the order, claiming she'd violated her 
parole, and she was sentenced io 60 days af'ter a.11- 



1961 Flo put the story of Beverly's affair with Flynn down on tape and worked with 
to turn it into a 'book. TEE BIG LOVE got a rave review by W illi am Btyron in 
"Squire" and has since become a trash classic, although Beverly never forgave her 
mother for doing it It went out of print for many years before suddenly resurfacing in 
1936, when in the immediate post — UOIUUE DEAHEST era there was a sudden demand for 
evil showbiz mother memolra Five years after its reprinting, it was turned into a one- 
show starring Tracey Ullman, but quickly closed after receiving 
reviews A second book, THE BEAOTirUL PERVERT (1965), co — written by Flo in the 
last year of her life, was a final desperate attempt to capitalise on the quickly 
forgotten f amil y name It has fallen into total obscurity. 


Once upon a time theee stories of people who sideswipe Hollywood greatness and fame without necessarily possessing any greatness or 
fame themselves appeared regularly in the movie tabloids Beverly's story differs from theirs only in that her personal misfortune 
was to live the dream that others spent their Uvea chasing. The rest of her story— the turn of the century parents from forgotten 
pioneer towns who left for Los Angeles to join in the simultaneous creation of a city, a culture and an industry; the calculating 
youthful ambition to succeed at any cost, without realizing how high those costs could run; and the sad discovery 'that 'the glamour 
behind the city, the culture and the Industry Visa always 'been false — is duplicated In the family histories of literally millions of 
other twentieth century American migrants who went West for a while and then fell back, slipping away when the dream lost its 
magic hold. 
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